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Abstract 
Abstract of thesis entitled: 
Representations of the American Civil War: Whitman, Crane and Bierce 
Submitted by Kwok Yat Kam 
for the degree of Master of Philosophy in English (Literary Studies) 
at The Chinese University of Hong Kong in August 2007 
This thesis studies representations of the American Civil War by Walt Whitman, 
Stephen Crane and Ambrose Bierce. Drawing on Catherine Savage Brosman's survey 
of the history of war literature and Paul Fussell 's definition of modern warfare, the 
study situates Civil War literature between the heroic idealizations that often 
characterized war literature of earlier periods and the deflating ironies of 
twentieth-century war literature. Furthermore, what determines the style of a work, it 
is argued, is mainly the writer 's level of involvement in the war. 
The introductory chapter, which reviews some critical works on war literature, 
provides a context for discussing Civil War representations. Chapter 1 examines Walt 
Whitman's poems in Drum-Taps and Memories of President Lincoln and argues that 
his self-felt obligation to be the representative poet of America determines in part his 
romantic vision of the war. In Chapter 2, Stephen Crane's The Red Badge of Courage 
is analyzed as an initiation story written in a realistic and impressionistic style. As a 
journalist who often reads about the war, Crane also composes the piece to parody the 
romantic war fiction of his time. Chapter 3 takes a look at some Civil War stories of 
ii 
Ambrose Bierce to consider how his experience as a soldier in the war influences his 
literary renderings. Bierce's cynical depictions of war may be seen as pre-cursors of 
some anti-war literature of World War I. 
i i i 
論文摘要 
戰爭是文學上一個重要議題。爲了探索戰爭與文學的關係、，本論文硏究沃爾 
特•惠特曼（Walt Whitman)�斯蒂芬•克萊恩（Stephen Crane)和安布羅斯•比爾 
斯（Ambrose Bierce)有關美國內戰的作品，以了解三人對戰爭的藝術表現°根據 







of President Lincoln)，指出沃爾特•惠特曼的浪漫詩風源自他要成爲美國代表詩人 
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Representations of the American Civil War: Whitman, Crane and Bierce 
Introduction 
The real war will never get in the books. 
- W a l t Whitman�Complete Poetry and Collected Prose 690) 
Difficulty of Writing War 
War is one of the most important themes in literature. It can be even argued that, 
as suggested by Catherine Savage Brosman in Visions of War in France: Fiction, Art, 
IdeoloRV, except for the theme of love, "no other literary rendering of human 
experience has exercised such an extensive influence on human behaviour" (4). Since 
the time of the Greeks and the Romans, war has been the central topic for many epic 
poems, plays and historical accounts. One of the literary masterpieces is Homer's 
Iliad, which dates back to 8th century BC. As for the more modem war 
representations, it should not be hard for the reader to name a few titles like T. S. 
Eliot's The Waste Land and Joseph Heller's Catch-22, which are hallmarks on World 
War I and II. The two world wars, as well as recent events like 11 September 2001 
and the U.S. war in Iraq, are also featured in the popular media. Some well-known 
movies treating war include Clint Eastwood's Flags of Our Fathers (2006) and Letters 
from Iwo Jima (2006) and Michael Moore's Fahrenheit 9/11 (2004). 
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Provided that the scope of war representations in literature is huge, it may be 
puzzling to some people why many writers consider writing about war an impossible 
task. Siegfred Sassoon, a poet who fought in World War I，deemed certain moments of 
war " 'unreproducible ' because words could never 'recover their living texture '" 
(Cobley 7). The difficulty of writing about war is compounded by the fact that the 
narrative has to be addressed either to those who already know about the war or to 
those who know nothing and can never be made to understand (Cobley 7). In fact, this 
problem is reflected in literature of World War II - at that time, most people had 
experienced the former world war; thus many writers found it hard to communicate 
with their readers by presenting the second war in a striking way. As a result literature 
of the Second World War is less prolific than that of the previous war. Perhaps there 
was simply nothing more shocking to the people than the fact that human beings 
would repeat their mistake in such a short period of time. 
Writing and Locating the American Civil War 
Although the problem of having faced a recent war was not found during the 
American Civil War, some writers still noticed the difficulty of rendering the war in 
books. They realized that literature and history will never capture the horror, or 
grandeur, of the Civil War. Therefore, Walt Whitman, the renowned poet who 
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comments on the American Civil War in his collection of "Drum-Taps" poems, 
affirms that "the real war will never get in the books." A few questions can be raised 
from this remark: If from the beginning literature has been centred on war, why is the 
"real war" still impossible to get in the books? Also, how do writers, as well as critics, 
compose their responses to war differently, so as to get one step closer in disclosing 
the "truth" of war? 
Thesis Objectives 
The above questions are related to the larger questions that this thesis probes into: 
What is the relationship between war and literature? How is the Civil War presented 
in literature? How is it distinguished from, or related to, war representations of other 
periods? What aspects of war have writers selected in their representations and 
analyses of war? In response to these questions, I will first introduce the Civil War 
literature from different angles in this Introduction; in the three chapters that follow, 
the focus will be put primarily on the representations of the American Civil War by 
three writers: Walt Whitman, Stephen Crane and Ambrose Bierce. In addition to the 
aspect of culture, I will examine the relationship between war and literature from 
another dimension. It is proposed that the writer's war representation is mainly a 
personal construct. Although the prevalent cultural beliefs are influential, the writer's 
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personal experience and ideologies still play a significant role in his/her renderings of 
war. That is why in the coming chapters, the literary representations will be analyzed 
with the incorporation of some biographical information of the three writers. 
Literature Review 
a) On Literature of the Civil War 
The relationship between war and literature, an issue fundamental to any study of 
war literature, has been examined after the Civil War period with a perspective 
different from that of this thesis. In the first line of Patriotic Gore: Studies in the 
Literature of the American Civil War (1962), Edmund Wilson states that "the period 
of the American Civil War was not one in which belles lettres flourished, but it did 
produce a remarkable literature which mostly consists of speeches and pamphlets, 
private letters and diaries, personal memoirs and journalistic reports" (ix). Wilson's 
seminal study reviews the writings, biographies and personalities of more than thirty 
people affected by the war. Some of them are formerly unknown diarists and writers, 
such as Kate Chopin, while some others include soldiers (Ulysses S. Grant and Robert 
E. Lee), statesmen (Abraham Lincoln and Alexander H. Stephens), as well as writers 
of North and South (Ambrose Bierce and John W. De Forest). 
Critics of the American Civil War, when they study its representations as a 
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literary canon, tend to link up the biography of a writer with his/ her idiosyncratic 
writing style of the war. Wilson, for example, explains how Bierce became cynical 
after his traumatic experience as a soldier in the war. Another book, which is 
referenced in Chapter 1 to 3，is Daniel Aaron's The Unwritten War: American Writers 
and the Civil War (1975). Aaron's work is significant in a sense that it mentions all the 
three writers and links up their biographies and literary pieces. i 
Apart from these general studies on the Civil War literature, a number of critical 
works have been referenced specifically on the war representations of Whitman, 
Crane and Bierce. Among them three books are particularly useful for this thesis. 
Amy Kaplan's article in New Essays on The Red Badge of Courage (1986)，"The 
Spectacle of War in Crane's Revision of History," is referenced frequently in Chapter 
2, so as to provide the context of postwar romantic fiction in Crane's time. In Chapter 
1，ideas from two articles of The Cambridge Companion to Walt Whitman (1995) are 
examined. M. Wynn Thomas 's "Fratricide and Brotherly Love: Whitman and the Civil 
War” provides some background information about Whitman's participation in the 
war as a nurse, while David S. Reynolds's “Politics and Poetry: Leaves of Grass and 
the Social Crisis of the 1850s" talks about Whitman's concern about the political 
problems in America some time before the Civil War. Tom Quirk's analysis of 
Bierce's short stories Nothing Abstract: Investigations in the American Literary 
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Imagination (2001) illustrates how Bierce's imagination is distinctive both in terms of 
his content and style. 
b) On Literature of Modern Wars 
In comparison with the relatively limited number of critical works about the 
Civil War, a number of scholars and historians in the last few decades have worked on 
the issue of war with special reference to World War I and I I? One eminent scholar of 
the two world wars is Paul Fussell, whose works include The Great War and Modern 
Memory (1975)，Wartime: Understanding and Behaviour in the Second World War 
(1989), Killing, in Verse and Prose and Other Essays (1990). The most useful 
reference for this thesis is The Bloody Game: An Anthology of Modern War (1991). 
Wherein, Fussell makes a distinction between "modem wars" and "old wars" by 
illustrating the colossal impact of military technology on the latter: "Modem 
technology would seem to have greatly increased the cruelty and viciousness of war," 
he remarks, since "the contributions of both cunning technology and the hysterias of 
runaway nationalism have added considerable irony to the formerly simple notions of 
'winning and losing' wars" (22). 
Although literary pieces of the Civil War are not assembled in his anthology, 
Fussell does give a special place to this war by delineating it as a somewhat 
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quasi-modern war: 
It could be said that the American Civil War was the first modern one, for it was 
the first mass war fought in the industrial age, the first to rely on railroads and 
the telegraph, armored battleships, fast-firing ordinance, and mass-produced, 
machine-made weapons, uniforms, and shoes - for both men and horses (17). 
Nevertheless, some features of "old wars" are still sustained, Fussell notes: 
The Civil War was not really a "modem" war because the later twentieth-century 
technology of terror and destruction had not yet been devised. Crude forms of the 
machine gun did appear in the 1860s, ... but the armies, conservative as always, 
at first seemed little interested in such novelties, preferring to remain with 
well-tried instruments like man and horse, rifle and bayonet and saber... Cavalry 
was real soldiering (18). 
By taking a glance at the stage of technological advancement of the Civil War, one 
might expect that writers of that period were still torn between two visions. On the 
one hand, some might be preoccupied with a romantic vision, with spirits like courage 
and chivalry rule; on the other hand, some writers might have a more modern vision 
and cast a skeptical eye to the glories of war. The more familiar with the terrors of the 
war, the more disillusioned a writer should be. In this thesis, a major task is to 
examine how the writers engaged differently in the Civil War. By juxtaposing their 
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level of engagement with their style of representation, this thesis attempts to study the 
relationship between war and literature by scrutinizing how engagement in war has a 
direct impact on the writer's portrayal of war. 
c) On the Historical Development of War Literature 
As stated before, this thesis also aims at situating the Civil War literature within a 
larger context, that is, in the history of war literature. However, reference works about 
war literature in history are surprisingly difficult to find. Unlike the large number of 
books that link up cultural modernism with World War I representations, seldom do 
critics give a comprehensive overview of war literature in history. There are two 
reasons to account for the lack of literature in this area: first representations of war, or 
in wartime, are too diverse to be categorized in simple terms; second, scholars would 
need to read literally every important piece of war literature and its criticism if they 
want their classification to be authoritative. This would be an enormous task. 
Catherine Savage Brosman, an expert of war literature, has carried out a more 
limited study along those lines in her book, Visions of War in France: Fiction, Art, 
Ideology (1999) and in a journal article, "Reading behind the Lines: The 
Interpretation of War" (1992). Brosman also states in the Introduction of Visions of 
War in France: Fiction, Art, Ideology that "among the books just cited, as well as 
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other pertinent studies, none defines its subject precisely according to the 
chronological and national parameters I have chosen for the present volume" (xiii). 
Although Brosman's classification is mainly limited to European literature, her 
proposition on the trends in Europe may be echoed in American literature as well. In 
the following, the survey by Brosman will be briefly summarized; she draws her 
examples from French literature, but I would like to see whether it would also make 
sense to include examples from English or American literature as well. 
How War Representations Evolve before and after the Civil War Period 
In order to make sense of the representations of the Civil War in America, one 
might first take a look at where the Civil War period falls in the literary history. 
Brosman gives a brief account of war representations in Europe from the 16th century 
to 20th century, i.e. roughly between the Renaissance to Modern period. She notices 
that war literature before and during the 16th century emphasized the divine rights of 
the king: 
In both medieval and early modern times, prior to the period treated here, 
European dynastic wars were considered - by the ruling classes and the 
monarchies that engaged in them - inevitable and justifiable, willed by God. This 
conviction reflects the concept of divine omniscience and interventions in human 
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affairs, and the belief in the divine rights of kings (6). 
The implication behind divine kingship is that when a king declares war on the enemy, 
the army should not question the legitimacy of the cause. "Allegiance to the monarch 
and God required acceptance of the cause," Brosman observes, and hence Montluc 
wrote in the sixteenth century，"God Almighty raised up these two great princes 
[Francis I and Charles V] sworn enemies to another... although his quarrel should not 
be just, God will not for all that withdraw his assistance for us to ask our king if his 
cause be good or evil, but only to obey him" (6). But of course the divine right of king 
is also sometimes questioned，as in the case of Richard II in the Shakespeare's play; 
still, Bolingbroke is also cursed for usurping "an anointed king" (III.ii.54). 
During the Enlightenment, some voices were raised to question the right of kings 
to make war. "Enlightenment thought generally identified, as the foundation of 
sovereignty, social contracts and natural law, or what Montesquieu calls. . . , ' the rights 
of human being, or rather that of reason'" (Brosman 8). Denouncing "holy or 
religious wars," Montesquieu asserted that "justice among nations is no different from 
justice among individuals"; thus he allowed only "two cases of justice in warfare: 
self-defense against the aggression of an enemy.. . and assistance to an ally who has 
been attacked" (Brosman 8). 
The renderings of war literature began to transform again during the Romantic 
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period of literature in 19th century, the time when many writers were preoccupied 
with ideas like individualism and revolution due to the French Revolution. The 
representation of war was transformed again. In Brosman's words, 
As the purpose and character of warfare changed as a result of the Revolution, the 
army ceased being a dynastic tool, to become national and popular, the purpose of 
arming being no longer to support altar and throne, but principally to defend a 
people and a political philosophy that, to some degree at least, sprang from the 
people" (11). 
Wordsworth was one of those who once supported the ideals of the French 
Revolution.3 According to The Norton Anthology of English Literature, in The 
Prelude Wordsworth remembered the early years of the Revolution as a time with 
"France standing on the top of golden hours，/ And human nature seeming bom again" 
(6). The rationale of "fighting for the people" is not only present in European 
literature; we will see in Chapter 2 that Whitman, sometimes called a Romantic poet, 
also shares a similar kind of enthusiasm for the Civil War. 
The pattern above begins to shift when it comes to representations of the 
First World War, a war marked by the use of new technology like machine guns, 
trenches and barbed wires. In modern literature, according to Brosman in "Reading 
behind the Lines: The Interpretation of War," the soldier's sense of self starts to 
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change "when the former ideological centers - king, faith, nation - lose their force. 
This development takes place especially as the character of mechanized warfare 
reduces the personal contacts between adversaries and renders battle distant and 
anonymous" (6). Therefore, modem war representations are often characterized by 
"the distortion of phenomena by the observer and the inevitable subjectivity of vision" 
("Reading behind the Lines" 3). An example of such a disillusioned and subjective 
view on war can be found in Hemingway's A Farewell to Arms (1929). The 
protagonist in the novel, an American ambulance driver in World War I，realizes that 
the war can bring no glory but only destruction to life. He says, "I had seen nothing 
sacred, and the things that were glorious had no glory and the sacrifices were like the 
stockyards of Chicago if nothing was done with the meat except to bury i t . . . Abstract 
words such as glory, honor, courage, or hallow were obscene beside the concrete 
names of villages, the numbers of roads, the names of rivers, the numbers of 
regiments and the dates" (185). We will also see in Chapter 3 and 4 how Crane and 
Bierce share a skeptical view to the Civil War. Bierce, in particular, can be perceived 
as a precursor whose cynical view of war is echoed in some World War I writings, 
such as the poems by Siegfried Sassoon and Wilfred Owen. 
After a brief review of literature from these dimensions, I will introduce the 
background of the Civil War and preview the following three chapters on war 
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representations of Whitman, Crane and Bierce. 
Historical Context of the American Civil War 
The American Civil War (1861 — 65) was a war between the Northern (Union) 
and Southern (Confederacy) states of the U.S.A. It is sometimes called the War of the 
Rebellion or the War Between the States. The industrialized North was against the use 
of slavery in the agricultural South. During their dispute, some abolitionists of the 
South decided to secede from the Union, which led to the start of the Civil War. In 
1860，Abraham Lincoln was elected the president of the North, while Jefferson Davis 
was the president of the South. They headed the two armies to fight against each other. 
The Civil War ended in April 1865 with the victory of the Union army. Over 600, 000 
soldiers died in the war. The war brought about several important results, which 
include the emancipation of slaves, revitalizing the South and Lincoln's death on 
April 15，1865.4 
The war made use of several military innovations, such as the minie rifle bullet, 
ironclad warships, extensive use of rail transport and telegraph lines. Longer-range 
and more destructive weapons made casualty rates much higher than in older wars. It 
was also the first war to be widely documented by photographers.^ 
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Representations of the Civil War by Whitman, Crane and Bierce 
This thesis, which aims to study the Civil War literature by three writers, will 
look at the writers' works from both a holistic and individual point of view. In Chapter 
1, some features of literature in the Romantic period will be discussed first, so as to 
illustrate how Whitman's war representations are in line with the literary trend. 
Nonetheless, this project does not primarily aim at equating his works with 
Romanticism. Instead, Whitman is analyzed as most distinctively Romantic in the 
way he hallows the sacred role of poets 一 he deems the poet "a representative man" 
and a "seer," whose task is to voice out the feelings and desires of all the American 
people (Morse 164). In the chapter, 16 poems from Drum-Taps and Memories of 
President Lincoln will be used as examples for studying how Whitman's vision 
evolves in four stages. Whitman's ideals, as well as his involvement in the Civil War, 
will be covered to illustrate their influence on his representation. 
The first stage of Whitman's poems demonstrate his patriotism and compassion 
for war, as shown in his earliest poems like "Beat! Beat! Drums!" and "Song of the 
Banners of Daybreak." These two poems, on the one hand, display Whitman's earlier 
enthusiasm for the war; on the other hand, some drawbacks of war are curiously 
hinted at. 
Despite his early enthusiasm, Whitman starts to doubt his romantic vision as he 
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participates in the war as a nurse. So, in the third stage he assimilates himself to 
soldiers and describes their daily activities, such as sitting beside the bivouac's fire or 
fighting while marching on the battlefield. These poems can be seen as the transition 
period in which Whitman makes an attempt to empathize with the soldiers. As time 
passes, however, Whitman resumes his old self and chants poems that promote 
convictions like Liberty and Democracy. Overcoming his grief for the dead soldiers 
and President Lincoln, in the fourth stage Whitman asks his fellow poets to celebrate 
the progress of America after the war. 
Chapter 2 reads Stephen Crane's The Red Badge of Courage as an initiation 
story that incorporates the technique of realism and impressionism, and, at the same 
time, parodies the content of postwar romantic fiction. This chapter will also analyze 
the structure of the novel in terms of four periods. In the first period, namely "The 
Stagnant Period," the protagonist Henry Fleming is perceived as an adolescent soldier 
whose impressions on war are romantic. Although in the second stage he fights 
devotedly, he soon runs away from the battlefield and hides in the woods. After he 
faces the death of some valiant soldiers, his understanding of war starts to change. 
Through Crane's impressionistic style, Henry is depicted as a matured soldier viewing 
war with a clearer and less egoistic vision. While examining the development of its 
plot, some examples from The Red Badge are used to illustrate how Crane parodies 
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the prevailing theme, "the revival of the martial ideal," in romantic war fiction of the 
postwar period (Kaplan 81). 
Chapter 3 treats the fiction of Ambrose Bierce, whose stories defy the idealistic 
and realistic conventions of representation. Bierce suffered from a severe head injury 
while a soldier fighting in the Civil War, so it is not surprising that his narratives 
centre on the theme of survival. Taking a close look at a collection, The Civil War 
Stories of Ambrose Bierce, this chapter shows how the modern warfare，characterized 
by the massive use of mechanical weapons and detachment of human beings, both 
victimize and empower Bierce's soldiers. The stories of Bierce will be analyzed in 
terms of two groups, which are "Fantastic Stories" and "Survival of the Fittest' 
Stories." 
In the first group of "Fantastic Stories," soldiers are depicted as those suffering 
from immense physical and psychological tortures - they struggle at the point of 
death or even after death. By composing (seemingly) posthumous accounts of war, 
Bierce presents the appalling experience of his characters through a modern plot 
structure. While soldiers of the first group are largely victimized by war, those in the 
"Survival of the Fittest' Stories" are merciless fighters who are empowered by the 
modern war. The superiors take advantage of the hierarchical order in the army and 
force people to kill their personal enemies. Similarly, the subordinates make use of 
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their deadly weapons to shoot at their superiors and whomever they desire. This group 
of stories thus demonstrates that modern soldiers are not necessarily tied by a 
common bond to fight for their army or country. It is rather likely that they are 
corrupted by the military politics and transformed by the terrible fighting environment. 
Interestingly, Bierce，s cynical depictions of war may be seen as pre-cursors of some 
anti-war literature of World War I. 
Notes 
1 Other publications that comment on the writers' life include Alice Fah's The 
Imagined Civil War: Popular Literature of the North & South, 1861-1865 (2001) and 
James Marten's Civil War America: Voices from the Home Front (2003). Recently 
several critical books have been published to study the works of female writers, 
including Elizabeth Young's Disarming the Nation: Women's Writing and the 
American Civil War (1999)，Cullen Sizer's The Political Work of Northern Women 
Writers and the Civil War, 1850-1872 (2000), Sarah Garden's Blood and Irony: 
Southern White Women's Narratives of the Civil War. 1861-1937 (2003). Books on 
other topics include Louis Masur's The Real War will never get in the Books: 
Selections from Writers during the Civil War (1993), Gregory Eiselein's Literature 
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and Humanitarian Reform in the Civil War Era (1996) and David Madden and Peggy 
Bach's Classics of Civil War Fiction (2001). These sources can be found in Steven 
Woodsworth's The American Civil War: A Handbook of Literature and Research 
(1996) and David Hart's online "Response to War 1996 General Bibliography" 
(2007). 
2 As listed in Catherine Savage Brosman's Visions of War in France: Fiction, Art, 
Ideology, some of these works are: Stanley Cooperman published his study of 
American fiction and World War I in 1967; Holger Klein edited The First World War 
in Fiction (1976). Recent research on European wars includes David Bevan's 
Literature and War (1989); Alfredo Bonadeo's Mark of the Beast: Death and 
Degradation in Literature of the Great War (1989); Samuel Hyne's A War Imagined: 
The First World War and English Culture (1991); and M. Paul Holsinger and Mary 
Anne Schofield's Visions of War: World War II in Popular Literature and Culture 
(1992). 
3 Although Wordsworth was at first passionate about the French Revolution, he 
was disillusioned by its violence later. He was also torn between the ideals of the 
revolution and his allegiance to England, which was at war with France. 
4 The information is obtained from "American Civil War," A Dictionary of 
World History, Oxford University Press, 2000, Oxford Reference Online, Oxford 
University Press, Chinese University of Hong Kong, 20 May 2007 
<http://ww\v.jstor.org/view/00373222/di982058/98p0452z/0> 
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5 For the details, please refer to "Civil War, American," The Oxford Essential 
Dictionary of the U.S. Military, Berkley Books, 2001, Oxford Reference Online. 




Chapter 1 A Romantic Poet with a Roving Vision: Walt Whitman's Poems 
The Issue of Representation 
In the Introduction, a brief survey has been given on the literary tradition of war 
representations, from 16th to 20th century, with reference to some ideas raised in 
Visions of War in France: Fiction, A r t Ideology. By reviewing Brosman's work and 
substituting some of her examples with those of English and American literature, two 
points can be observed: first, the trends of Europe are indeed echoed in other cultures, 
and hence concepts like Romanticism and Realism can be brought forward to the 
study of American literature. Second, the survey helps to demonstrate the relationship 
between war and literature, since it is proven with examples that literatures of war 
have been evolving in accordance with the change in culture. In other words, 
Brosman's study highlights the role of cultural perceptions to the writer's 
representations of war. As mentioned earlier, this thesis will look at the relationship 
between war and literature by probing into the writer's involvement with the Civil 
War. So, some biographical information about the writer will be included as well. For 
the first study of Walt Whitman, forty-nine poems from collection Drum-Taps and 
Memories of President Lincoln are primarily reviewed, and sixteen poems are 
selected as examples of evidence to support my argument. 
2 1 
Whitman's Representation of the Civil War 
Whitman as a Romantic Poet 
Walt Whitman, hailed as the poet of America, is a writer often analyzed by critics 
with concepts related to Romant i c i sm.�His poems, including the famous "Song of 
Myself," are sometimes categorized in terms of Transcendentalism, American 
Renaissance or American Romanticism. It is not difficult for the reader to discern how 
Whitman's poems can fit in descriptions of Romantic literature, such as the following: 
"(Many of Whitman's poems) draw on and emphasize energy, individualism, 
self-expression, and expansion of boundaries (literary and others), and [are] 
associated with new understanding of the sublime" (Brosman, Visions of War in 
France 13). These are also characteristics of Romantic literature. 
Above all these features, Whitman is distinctively Romantic in the way he 
hallows the sacred role of poets, regardless of the social context of his poems. In The 
Portable Romantic Reader, Howard Hugo quotes a passage from the Preface to the 
1855 Edition of Leaves of Grass, in which Whitman declares that "(the poet) is a 
seer," "the others are as good as he, only he sees it and they do not" (577). Whitman 
also mentions the poet's contributions to war in this preface: "in war [the poet] is the 
most deadly force of the war. . . he fetches parks of artillery the best that engineer ever 
knew" (Hugo 576). Although the Preface was written a long time before the Civil War, 
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Whitman seems to forecast that he will be a poet who actively responds to any war, 
and that his poems will represent the feelings of his people effectively. Therefore, it is 
just to argue that Whitman has crowned the poet "a representative man, endowed with 
plenipotentiary power, who in speaking of himself, ... liberate all the bottled-in 
thoughts, feelings and desires of oppressed and downtrodden social groups" (Morse 
164). 
This chapter is interested in pondering how Whitman is liberated, as well as 
bounded, by his ideals and involvement chiefly as a poet in the Civil War. Whereas 
soldiers are incomparable in stamina, poets are endowed with a special gift in seeing -
they are apt at constructing an idealistic vision for their country. Yet, apart from his 
role as a poet, one should be reminded that Whitman also has some other 
involvements in wars and politics. In the middle of the Civil War, he is a nurse for 
around two years; he is a war correspondent during the Mexican War; moreover, he 
has been deeply interested in politics throughout his life (Chase 129 — 130). All these 
direct and indirect participations serve at complicating Whitman's interpretations of 
the Civil War. They are factors attributing to the roving vision of Whitman, in which 
he constantly acts as a spectator endeavouring to comprehend the war in his own 
terms, as well as educating his reader and fellow poets on his insights. 
In the following, sixteen poems will be grouped and analyzed in four stages. The 
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first stage is composed of six poems published at the beginning of the Civil War. The 
next three stages are all found in poems published at the end of the war; they exhibit a 
shift of Whitman's insights at three different levels. 
Section 1 Poems Published in 1860 一 1861: TheAdamic Voice 
The five poems published at the beginning of the Civil War^ are diversified in 
content and style; they reflect both anticipations and worries of Whitman related to 
the American Civil War. The major worry that Whitman shows in the early poems is 
that many American soldiers may die in the end. In "The Centenarian's Story," a 
veteran of the War of Independence recalls a tragic episode of the war to a volunteer 
of the American Civil War. The brigade of young soldiers, together with their valiant 
general, are cut off and massacred by the British army. Although the veteran survives 
the war，"[his] eyes are almost done" (Leaves of Grass 242). By writing a poem on the 
tragedy of the War of Independence, Whitman reveals to the reader that he knows 
about the carnage of war. So, it would not be surprising for him to use diction such as 
"carnage" in poems like "Over the Carnage Rose Prophetic a Soul." 
What may be surprising is then why Whitman expresses more enthusiasm than 
skepticism (not even to mention anti-war sentiments) in the early poems. Whitman 
from-time-to-time regards himself as a spokesperson of the war - whatever tone and 
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perspective he adopts, his sense of obligation is apparent. He compares himself with 
the pilot and pathfinder in "Not the Pilot": "Not the pilot has charged himself to bring 
his ship into port，/ though beaten back, and many times baffled;/ Not the path-finder, 
penetrating inland, weary and long,/ ... More than I have charged myself, heeded or 
unheeded, to compose a free march for These States" (252). Notice that Whitman 
does not employ the image of a dedicated journalist in this analogy; instead, he dwells 
on his patriotism by comparing his role with those who may die in the battle. This 
poem manifests that Whitman possesses a Romantic view on the poet's role. He 
believes that a poet should propagandize liberty and democracy for his country. And 
by doing so, his contribution will outshine that of the Civil War fighters. 
Even so, in spite of his passion for his country, Whitman is also aware of the 
catastrophe of war and thus does not want to leave his enthusiasm unchecked. 
Therefore, he must find a way to balance his worries with his anticipations 一 and he 
does so by acknowledging, as well as highlighting, the ambiguous quality of the Civil 
War. "Beat! Beat! Drums!" is a poem that describes how war affects everyone's life 
ruthlessly. For instance, the soldiers "whirr and pound [their] drums" so fiercely that 
people stop engaging in their daily activities and turning their attention to the thrills of 
war (234). However，among all the hustle and bustle, the speaker is ambiguous in his 
attitude of war. At the end of the poem he hints at the negative consequences of war, 
2 5 
as he states that war will make "even the trestles to shake the dead where they lie 
awaiting the hearses" (234). 
"Song of the Banner of Daybreak" is also a poem interwoven with several 
diverse voices that convey people's different attitudes to war. It is orchestrated with 
chants of the poet, banner and pennant, child and father, which symbolize four kinds 
of war perspectives in society. The banner and pennant, being the propagandistic tools 
during the Civil War, encourage the child to enlist in the war and "play with [them]" 
(235). The child and his father, noticing the flying flags, react contrastively towards 
the fact that a war has broken out. The son is very curious and he even yearns to be 
recruited as a soldier in the Civil War. His father, beseeching his son not to enlist in 
the war, tries to change his son's mind by explaining that all wars can bring no glory 
but mere destruction. 
Among all the characters，the poet's stance is the most intriguing in the poem. 
Instead of siding with a pro-war or anti-war position, at the beginning the poet claims 
himself a democratic spokesperson for all of the characters. He asserts that "[he'll] 
weave the chord and twine in (everyone's desire)" throughout "Song of the Banner" 
(235). However, as the poem develops, the poet is far from being impartial. Although 
he seemingly denounces war when he "[hears] from above O pennant of war [his] 
ironical call and demand" (239), he is eventually enchanted by the war himself. While 
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saying that the pennant "undulate like a snake, hissing so curious，” this new Adam, 
taking the form of a poet, finally submits to the war. He says，"I too leave the rest，’ 
and "risking bloody death, (the war is) loved by me" (239). The poet does not only 
stop warning the innocent kid; instead, he joins the majority to "sing" for the war. 
The seemingly ambivalent tone in poems like "Song of the Banner of Daybreak" 
makes it difficult for the reader to judge whether or not Whitman takes sides in war. 
Still, if some messages in the early poems are juxtaposed, it is easier to discern what 
stance Whitman takes at that time. First of all, it is an interesting phenomenon that in 
several of his poems, the soldiers are highlighted as young, passionate and visionary. 
In comparison with the centenarian's image, the soldier is sometimes portrayed as an 
innocent child ("Song of the Banner of Daybreak"), or a maturing youth ("Eighteen 
Sixty-One") or a new lover ("Over the Carnage Rose Prophetic a Voice"). In other 
words, soldiers are described as innocent youngsters who can be easily enticed by 
propaganda of war. They are all new Adams who ignore the warnings of the 
predecessors, such as the child's father and the Centenarian. The poet is, in this sense, 
just another Adam among all others that he depicts. Although Whitman already knows 
that war will bring destruction and death, in some of these early poems, he is still 
astounded by the pomp and circumstance of war. In "Beat! Beat! Drums!" he is 
excited by the line of soldiers parading on the street; in "Song of the Banner of 
% 
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Daybreak," the flying war banners are simply alluring Whitman. These scenes from 
the Civil War are completely fresh in his experience, as he probably did not encounter 
them when America fought in the Mexican War. In the years of the Mexican War, he 
is not recorded writing any poems but only "warlike editorials" (Chase 129). Perhaps 
Whitman did not feel the obligation to be a poet at that time. Or, another reason might 
be that he was yet to be acquainted with the real sensations of war. 
Whitman, being aware that he is the representative poet of America, thus 
searches for a chance to pass on his Adamic vision to his people. As he calls the poet a 
"seer," he needs to address in some way how he is "prophetic" on the Civil War. 
Therefore, Whitman has to build his new world first by constructing the ideal values 
of the territory. In "The New Adam: Holmes and Whitman," R.W.B. Lewis suggests 
that Whitman displays a "type of extreme Adamic romantic, . . . a s though Whitman 
really were engaged in the stupendous task of building a world of his poems" (49). 
Romantic notions like Liberty, Equality and Democracy are the national values that 
Whitman strives for in the new world. So，in "Over the Carnage Rose Prophetic a 
Voice," he first consoles the Americans, "be not dishearten'd, affection shall solve the 
problems of Freedom yet;/ Those who love each other shall become invincible,/ they 
shall yet make Columbia victorious"(257). In the prophecy of the seer, America is 
predicted to win if people are able to build up "affection" for one another and become 
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lovers. So what kind of "lovers" is the speaker craving for? In the fifth stanza，he 
explains that "Northwestemer's , and the Southwesterner's, and those of the interior, 
and all their brood,/ .. . the dependence of Liberty shall be lovers,/ the continuance of 
Equality shall be comrades" (257). In this way, Whitman artfully justifies the Civil 
War by twining in romantic convictions like Liberty and Equality. To him, "lovers" in 
the Civil War are not those who cease fire because of their mutual affection. Rather, 
people from the North and South should only be reconciled when an agreement on 
their national values, such as Liberty and Equality, can be reached. 
Section 2 Poems Published in 1865 - 1866 
Stage One: Songs of Union 
Naturally, as Whitman's enthusiasm for war overrides his worries, his next group 
of poems becomes marked by its positive reading of the Civil War.^ In these five 
poems included for discussion Whitman seems to be in favour of the war. The speaker 
of "First O Songs for a Prelude" finds it a promising scene when men from different 
walks of life congregate and march on the street; they are in fact "new recruits" who 
are pouring out to fight for the Civil War (232). The speaker is so exulted by the 
preparation of war that he urges the soldiers to "unlimber" their artilleries as soon as 
possible, reminding the soldiers that Mannahatta，their mother city, is acknowledging 
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their effort with a "smile" (233). 
Whitman's support for the war could be more understandable if he gave some 
reasons why the war was worth fighting for. However, these five poems do not 
explicate any particular reasons. For instance, although Whitman is a supporter of 
democracy and liberty, he does not compose a manifesto on the emancipation of 
slaves. In fact, Whitman does not even dedicate any works solely to the Southerners. 
Although some Southern states like Texas and Georgia are occasionally mentioned in 
poems like "From Paumanok Starting I Fly like a Bird," no special attention is paid to 
them in particular. 
What apparently motivates Whitman to write positively on the war must be 
something else then. In "First O Songs for a Prelude" and "Rise O Days from Your 
Fathomless Deeps," Whitman focuses on delineating the scene of social uprising. It 
seems that the atmosphere and spirit of the people mainly attract Whitman's attention. 
In "First 0 Songs for a Prelude," the speaker expresses his "pride and joy" when he 
witnesses the incarnation of Manhattan into a soldier with peerless fighting spirits: 
"How [he] sprang! how [he] threw off the costumes of peace with indifferent hand;/ 
How [his] soft opera-music changed, and the drum and fife were heard in their stead;/ 
How [he] led to the war, (that shall serve for our prelude, songs of soldiers,)/ How 
Manhattan drum-taps led" (231). 
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The description of a powerful uprising is also found in "Rise O Days from Your 
Fathomless Deeps," albeit in a more abstract manner. Whitman employs an analogy 
between some rising forces of nature and the social uprising in that poem. The 
speaker first "[sails] out to the sea," "[sails] through the storm" and "[marks] the 
white combs where they career'd so high" (240). These metaphors from nature may 
serve to delineate the powerful scene of the army marching to different places, since it 
is said in Stanza 2 that the poet is describing the rising of the several American states. 
In spite of this observation, Whitman's relish for the Civil War is still as mysterious as 
the natural phenomena that he describes. 
Another special feature of Whitman's poems at this stage is his use of a 
panoramic, bird's eye view, as in "Rise O Days from Your Fathomless Deeps," in 
which the speaker's soul seem to sail across some natural landscapes like the Niagara 
Falls, the Nevadas, the Plateaus and the Pacific (240). This soul later moves in the 
cities and sees "torrents of men" striding along the streets of Manhattan, Cincinnati 
and Chicago (241). In "First O Songs," a similar scene of men parading in the city is 
depicted, this time taking a closer look at their outfits and occupations (232). The 
bird's eye view is the most obvious in "From Paumanok Starting I Fly like a Bird," in 
which the speaker imagines himself a bird flying freely across different American 
states, uniting places of the North and South by singing out a song of unity (234).The 
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way Whitman brings out a panoramic view of America is to list out literally the name 
of many different states: "To Wisconsin, Iowa, Minnesota, to sing their songs, (they 
are inimitable;)/ Then to Ohio and Indiana to sing theirs, to Missouri and Kansas and 
Arkansas to sing theirs,/ ... /To Texas and so along up toward California, to roam 
accepted everywhere" (234). 
The bird's eye view unveils certain of Whitman's characteristics at this stage. 
Even though the technique is helpful for capturing some spectacular scenes from 
nature, as well as the grandeur of a unified nation, the hovering perspective is both 
abstract and flimsy in representing war and America. It displays a spectator's 
viewpoint rather than an insider's view. That is, Whitman is not able to illustrate 
details from the soldier's perspective, providing not even the details found in "The 
Centenarian's Story." Whitman is not even an unprejudiced spectator; he is a romantic 
spectator who wishfully aims to unite a divided nation through hazy and sizable 
images. By touching upon some names of America, he may expect his readers to 
imagine how the separate states after all belong to one country. Their nationalism can 
be kindled if his readers are touched by these images. So, Whitman writes these songs 
of union to fulfill his duty as a national poet. 
In addition to his role as a poet, it may be useful to mention that Whitman was 
rather politically active before the Civil War. At that time he was an occasional 
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partisan of the Democratic Party (Reynolds 67). Although Whitman was later 
disappointed by the party, his interest in politics never fades in his life. In fact, 
Whitman's disappointment with the party and the government has an indirect 
relationship with the emphasis of unity in his poems of this stage. Putting the three 
poems within the social context, the 1850s was "a decade of unprecedented political 
corruption, a time of vote buying, wire pulling, graft and patronage on all levels of 
state and national government" (Reynolds 65). At that time, Whitman is utterly 
disappointed by the Democratic Party, the one which he used to support. Nevertheless, 
his "growing disillusionment with authority figures sparkle his deep faith in common 
people and in the power of populist poetry" (Reynolds 67). Whitman believes that, if 
the countrymen are united, they will stand as a strong force against the corrupted 
governance before Lincoln. As Whitman believes, any song that denotes a message of 
unity among readers will help to draw a divided country together (Reynolds 67). In 
this case, apart from being a poet, Whitman is also a politician with an agenda to 
provoke the revolutionary sentiments of the people to fight against their government. 
Stage Two: A Transition from Sensitivity to Rationality 
As Whitman pays more and more attention to the importance of union, he not 
only facilitates it through connecting images from the North and the South; he also 
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tries to demonstrate a bond between the soldiers and the civilians. In particular he 
wants to convince the civilians to support the army. "Whitman both felt drawn toward 
a rapt immersion in the soldier's experience... and impelled to mediate their 
experience to the civilian world" (Thomas 37). This explanation provides one way to 
understand why it was important for Whitman to present the soldier's life in greater 
detail in his later war poems. It is because by portraying some aspects of their life, the 
civilians may empathize with the soldiers' situation. Instead of promoting abstract 
ideas like Liberty and Democracy, this is an alternative method that Whitman uses to 
educate the people and unite the different groups into a single nation. When they 
know that the soldiers also suffer from tremendous physical and psychological 
distress on the battlefield, they will apprehend that soldiers are not cold-blooded 
homicides but fighters who undergo a great deal of sufferings to fight for their 
country. 
Another way of understanding the connection between the soldiers and the 
civilians is from the perspective of Whitman himself. At the beginning of the Civil 
War, Whitman is a civilian and a spectator of the war, whose participation in the war 
is very limited. However, as the war proceeds, Whitman is reported to begin "his 
unofficial visits to the hospitals, and so inaugurated a routine that lasted for most of 
the remaining two and a half years of the war" (Thomas 38). Whitman makes such a 
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move because his brother, George, is a soldier in the Civil War. As his brother is 
injured seriously in the middle of the war, Whitman then visits some soldiers' camps 
more often. By visiting and taking care of the wounded soldiers, he knows more about 
the soldiers' life through their daily conversations. The injury of George has thus 
indirectly facilitated Whitman's experience of being a nurse in the Civil War. As M. 
Wynn Thomas puts it in "Fratricide and Brotherly Love: Whitman and the Civil War," 
Whitman was led (by George) to an intimate understanding of the real, hidden 
nature of the war, and that it was around George that Whitman was able (perhaps 
unconsciously) to arrange several of those imaginative configurations that 
articulated his hopes and anxieties and that supplied the deep structure of his war 
poetry (27). 
These events in his brother's life, in conjunction with his mission to bridge the 
world between the soldiers and the civilians, result in some realistic poems about the 
soldiers' life in the second stage of his writing."^ Three of the relatively down-to-earth 
poems are discussed here, which are "An Army Corps on the March," "By the 
Bivouac's Fitful Flame," and "The Wound-Dresser." "An Army Corps on the March" 
and "By the Bivouac's Fitful Flame" are two short poems depicting the daily 
encounters of soldiers, some of which contain tough fighting scenes. In "An Army 
Corps on the March," a group of swarming skirmishers is pressing on and on while 
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being bombarded by "an irregular volley" (247). Also, "as the army corps advances," 
"the dust-cover'd men" are "toiling under the sun" (247). Perhaps for the first time 
Whitman faced the harsh reality of war - that the soldiers have to persevere under the 
terrible battling conditions, and that the truth of war is never simple for 
comprehension. Metaphorically, Whitman also has to "toil" during the four year of the 
Civil War, since the war situation changes regularly and Whitman needs to alter his 
interpretations constantly. 
In "By the Bivouac's Fitful Flame," Whitman touches upon the issue of death 
from the soldier's perspective for the first time. Using "darkness" and "phantom" to 
symbolize death, a soldier is shown as paranoid to the shadows projected by the fitful 
kindred fire. "The tents of the sleeping army" beside the bivouac also look like a 
cluster of dead bodies to the soldier (247). When the idea of death slips into the 
soldier's mind, he cannot help having "wondrous thoughts" "of life and death, of 
home and the past and loved, and of those that are far away" (247), as if he is going to 
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die very soon. As Whitman seldom gives such psychological depiction of soldiers in 
his poems, it is possible that he starts to meditate more on death as he knows more 
about the consequences of war. Although the idea of death stays largely as a shadow, 
as represented in the form of a "fitful flame," he at least starts to realize that death is a 
phantom that haunts the soldiers and possibly the people who love them. By way of 
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this meditation on death, Whitman modifies his romantic view of war. 
He finally writes an explicit statement questioning his past position on the Civil 
War in "Year that Trembled and Reel 'd Beneath Me." The seven-lined poem asks the 
following questions: "Must I change my triumphant song?" "Must I indeed learn to 
chant the cold dirges of the baffled? And sullen hymns of defeat?" In such revelations 
several implications can be found. First of all, Whitman does regret propagandizing 
the Civil War in the past. His brother's letters，which are sometimes about the 
wounded and the dead in the camp, indeed transform Whitman's impressions on war 
to some extent. Therefore, "when reality struck home, it therefore struck with a 
revelation that eventually dictated the vision, the terms, and the pattern of Whitman's 
war poetry" (Thomas 30). 
"The Wound-Dresser" also shows a gradual shift of Whitman's viewpoint. The 
poem begins with a similar epiphany found in "Year that Trembled and Reel 'd 
Beneath Me," claiming that his past "furious passions" for the Civil War are lost: 
"Arous 'd and angry, I 'd thought to beat the a l a rum � and urge relentless w a r � / But soon 
my fingers f a i l ' d me, my face droop'd and I resign'd m y s e l f (252). The poem then 
describes the work of the speaker, who is a wound-dresser, in a hospital packed with 
wounded soldiers. The wound-dresser often needs to take care of an "amputated 
hand" or a "perforated shoulder" of severely injured soldiers, but these phrases 
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constitute the only kind of realistic destruction of war depicted by the poet in any 
detail. Whitman seldom depicts other perspectives, nor does he seem to enter into the 
psychology of the wounded soldiers, experiencing their anguish, for example. 
Nonetheless, even this representation of war destruction is partial, as Whitman 
subsumes the description to idealizations: 
[Whitman] tried whenever possible to set potentially demeaning and humanly 
devastating suffering in a redeeming context, emphasizing the transfiguring 
courage of the sufferer, the love and care that attended him. "The 
Wound-Dresser" is his great epic achievement in this view (Thomas 33). 
Whitman's idealistic vision surfaces again in "When Lilacs Last in the Dooryard 
Bloom'd ," a poem in which the speaker endeavours to overcome his sorrow for 
President Lincoln's death and other soldiers' death. In spite of his grief, the speaker 
feels that he should rectify his understanding of death so as to reach for a positive 
conclusion. In Section 16，the speaker tries to philosophize on the nature of death. He 
theorizes that death is made up of two components, which are "its thought, and the 
sacred knowledge of death" (269). While "the thought of death" represents 
sentimental thoughts that one might have at the early age of bereavement, "the sacred 
knowledge of death" signifies the wisdom of life that one obtains after that. "Then 
with the knowledge of death as walking one side of [him], And the thought of death 
3 8 
close-walking the other side of [him]，'，the speaker starts weighing the two sides of 
death (269). The speaker believes that he should cast aside his sentimentality at this 
stage and starts pondering the knowledge of death. And in his conclusion, he should 
stop grieving because Lincoln and the dead soldiers have already undergone 
deliverance of pain in death. The dead "themselves were fully at rest, they suffer'd not, 
the living remain'd and suffer'd," Whitman rationalizes toward the end of the poem 
(269). Whitman's inclination to suppress his sentimentality (or to overcome it) is not 
something uncommon in his poems, as "there is frequently a conflict between 
Whitman's desire to be personal, to make intimate revelations to his reader, and his 
intuitions of truths about life and the meaning of existence" (9). That is to say, even 
though the soldiers' death once opens up a new horizon for Whitman to understand 
the Civil War, he tends to readjust his worldview toward a kind of similar positivism 
found in Stage 1. 
Stage Three: The Progressive Vision 
Near the end of the Civil War, Whitman writes some poems concluding his 
thoughts on the war. Although it is not indicated in "Drum-Taps" which poems 
published in 1865 - 1866 were written first, the reader can easily discern a logical 
shift in Whitman's attitude and forms. Furthermore, Whitman himself grouped the 
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poems according to theme and writing stages; so, even if some poems were shuffled 
timewise，they should be grouped in thematic terms. 
Five poems are selected for analyzing Whitman's final stage of war 
representations.5 The first one is entitled "Reconciliation," a poem portraying a scene 
after the battle, in which some dead Southern soldiers are seen lying under the 
moonlight. The speaker reflects on the scenes and says, "Reconciliation" is the "word 
over all, beautiful as the sky,/ For my enemy is dead, a man divine as myself is dead" 
(260 - 261). Whitman seems to have borrowed his idea that "death is deliverance 
from mortal sufferings" in this poem, as the corpses are described as being cleansed 
by both "Death and Night" in the "soil 'd world" (260). Nonetheless, he does not 
explain in any detail how reconciliation takes place, especially that of the North and 
South. He once asserts in "Over the Carnage Rose Prophetic a Soul” that 
reconciliation can be fostered when people of the North and South become "lovers of 
Liberty" and "Equality." Yet, without referring back to those notions, the speaker 
already conjectures that the war 's "deeds of carnage must in time be utterly lost" in 
"Reconciliation" (260). For that reason this poem is only useful for expressing a 
private wish of a sentimental poet; it is inadequate to act as a powerful proclamation 
of the poet of America. 
Toward the end of the Civil War, Whitman's vision starts to evolve again, this 
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time resuming his faith in Romantic principles. He stops thinking about death, as he 
has already given enough thought to it in "By the Bivouac's Fitful Flame," "When 
Lilacs Last in the Dooryard Bloom,d，，and "Reconciliation." Rather, he is exhilarated 
by the victory of the Union, which is the side he supports in the Civil War. He is able 
to recollect his past identity as representative poet and chant once again his songs of 
Freedom. The penultimate poem in Drum-Taps is called "Turn O Libertad," with 
"libertad" being the Spanish word for "liberty." Whitman lists the evils that the Civil 
War has vanquished, such as "the chants of the feudal world," "slavery" and "caste" 
(264). He at last addresses more specifically what form of "Liberty" and 
"Democracy" he has been craving for — the emancipation of slaves in the South. In the 
past Whitman avoids pinpointing the problem of slavery in his poems, as if he is 
afraid that the Confederates would be irritated and would then shut their ears to his 
chants. Even when he uses terms like "slavery" and "caste" in "Turn O Libertad," 
only two lines in the poems are related to slavery. Instead the poet concentrates on 
entreating America to "turn [her] undying face to where the future, greater than all the 
past, is swiftly, surely preparing for [her]" (264). That is to say, the poet wants his 
country to look ahead and forget the catastrophe of the Civil War. 
Whitman finally returns to his role of the representative poet in the last long 
poem of Memories of President Lincoln, entitled "By Blue Ontario's Shore." The 
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poem is a manifestation on the sacred mission of poets, whose task is to render the 
American culture and history in an impartial and authentic manner. The poet should 
uphold a number of values, and among them, "without extinction is Liberty, without 
retrograde is Equality" (278) Whitman has even transferred some lines from the 
Preface of the 1855 Edition of Leaves of Grass to this poem, recounting that “[the 
poet] is the arbiter of the diverse and he is the key. He is the equalizer of his age and 
land，，(278). In fact, some other lines in Section 10 of "By Blue Ontario's Shore," a 
poem published in 1865, are almost the same as those of the 1855 Preface. The two 
pieces convey more or less the thought that the poet is a "seer" and a "spokesperson" 
of his nation. 
Perhaps the only significant difference between the Preface and this poem is that 
Whitman has incorporated some images of the Civil War in the latter, so as to describe 
the gallant role of poets. In Section 11, poets are described as soldiers shooting 
"rosy-flashing muzzles" at the enemies, so that "the corpses tumble curl'd upon the 
ground" (279). These "bards of latent armies" will "strike up marches henceforth 
triumphant and onward" (285). In the way that he makes so readily an analogy 
between poets and soldiers, Whitman seems to be a poet more sensitive to the arduous 
nature of writing than to the adversities of war. 
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Conclusion 
Whitman, despite being once a nurse and an activist in politics, basically 
identifies himself as the representative poet throughout and after the Civil War period. 
It is not to contend that Whitman is completely indifferent to the war. On the contrary, 
he does at a time display a deep concern for the war development, such as by paying 
close attention to soldiers marching and drum-tapping on the street. He may even 
have composed some poems about the wounded soldiers on the site of his visits to the 
hospital. These are examples to illustrate that Whitman is still a sympathetic poet, or a 
humanist to some extent. Notwithstanding his genuine passion for the people, it seems 
that these short episodes of war cannot undermine his sacred role of being a Romantic 
poet. As a result, the impact of the Civil War fails to cast a life-long impact on the 
content and form of Whitman's poetry. 
As mentioned at the beginning of this chapter, the writer's personal beliefs and 
engagement often influence his/ her literary representations of war. In the case of 
Whitman, owing to his Romantic convictions, his war representations seldom talk 
about the negative side of war. Also, given that he is not a soldier in the war, he does 
not pay as much attention to military details in comparison with writers like Stephen 
Crane and Ambrose Bierce. If Whitman wants to depict the tragic side of war, he 
would focus on the physical, rather than psychological torments, of the wounded 
4 3 
soldiers. It is because physical sufferings are more perceptible in the eye of the 
beholder. 
In the next chapter, Stephen Crane, a young writer with another kind of 
interpretation of the Civil War, will be introduced. His postwar novel, entitled The 
Red Badge of Courage: An Episode of the American Civil War, will be illustrated as 
one that pierces through the Romantic vision and transforms the war into a new form. 
Notes 
1 Some explanation may be needed for the usage of "Romanticism" in this 
chapter. Although many critics debated the meaning of Romanticism and thus a 
definition is hard to find, some of its aesthetic and political ideas, elaborated in X. J. 
Kennedy's Handbook of Literary Terms: Literature, Language, Theory and M. H. 
Abrams’ A Glossary of Literary Terms, are relevant to the discussion of Whitman: 
"In aesthetics, ... art is primarily an expression of one person's vision and experience, 
and tradition and authority are to be subordinated to the real lives of individuals and 
the transcendent scope of the artist" (Kennedy 133). For example, Romantic poets like 
Blake, Wordsworth and Shelley created "the persona of a poet-prophet who writes a 
visionary mode of poetry" (Abrams 177). 
"In politics, Romanticism insists upon an egalitarian vision of society, despite its 
elevation of the artist-figure. The central political event of Romanticism is the French 
Revolution, which Romantics hailed as the downfall of aristocracy and the promise of 
democratic reform" (Kennedy 133). 
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>> 
The poems included for discussion are "Beat! Beat! Drums!," "Song of the 
Banner of Daybreak，” “The Centenarian's Story," "Not the Pilot" and “Over the 
Carnage Rose Prophetic a Voice." 
3 The poems included are "From Paumanok Starting I Fly Like a Bird," "First O 
Songs for a Prelude" and "Rise O Days from Your Fathomless Deeps." 
4 Five poems will be discussed in this section: "An Army Corps on the March," 
"By the Bivouac's Fitful Flame," “Year that Trembled and Reel'd Beneath Me," "The 
Wound-Dresser," "When Lilacs Last in the Dooryard Bloom'd." 
5 These three poems are "Reconciliation," "Turn O Libertad" and "By Blue 
Ontario's Shore." 
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Chapter 2 A Medley of Images: Stephen Crane's Youthful War 
Some Issues of the Postwar Representations 
On Content 
Ernest Hemingway once declared, "There was no real literature of our Civil 
War... until Stephen Crane wrote The Red Badge of Courage” (called The Red Badge 
below) (Cady 178). Instead of treating The Red Badge as a follower of previous war 
literatures, Hemingway probably appreciated how this postwar novel diverges from 
former accounts, such as the Romantic poems of Whitman and anti-war stories of 
Bierce. In fact, not just Crane but all postwar writers represent war in a way 
distinguished from the former writers, because the world they live in has already 
evolved - their literary representations of the war must correspond to the social 
changes of their time. For one thing, these writers already know the result of the Civil 
War. They should recognize, for example, that the four-year war ends in the Union's 
victory and the emancipation of slavery. They may also notice the massive casualties 
(970,000 deaths) caused by the war (Reid). So, even if some writers still possess a 
romantic view on warfare, they will probably do so in a method other than crying out 
idealistic slogans like Whitman. 
In the 1890s，the period when The Red Badge was written, content of the Civil 
4 6 
War literature is distinguished from the former narratives in mainly three ways. First 
of all, according to Amy Kaplan in "The Spectacle of War in Crane's Revision of 
History," writers at that time avoid mentioning sensitive issues like slavery and 
secession (79). The tension between the North and South is eased after the war, as 
people seek reconciliation during the Reconstruction period. Writers hence highlight 
"national reconciliation" in their literary representations of the war (Kaplan 79). 
Daniel Aaron observes: 
Old hatreds dissolved into nostalgic recollection. Northern and Southern orators 
vied with one another in praising the courage and nobility of their former 
enemies; newspapers in both sections gave columns to ceremonies of 
reconciliation (207). 
It is not uncommon to find the veterans' memoirs glorifying the heroism and valor of 
both sides. The Civil War battlefield is no longer portrayed as the realm of life and 
death. It is more of a channel for opposing soldiers to establish friendship and mutual 
respect. 
Another characteristic of postwar writings is "the revival of the martial ideal... 
toward the celebration of youth, combativeness, and masculinity" (Kaplan 81). Since 
the new generation is repressed by "the routinization of industrial life," it becomes the 
first priority of writers to revive the "aristocratic and chivalric values" of the past 
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(Kaplan 81). They do so in a number of different manners, one of which is to illustrate 
"the popular enthusiasm for competitive athletics and spectator sports" (Kaplan 81). 
The celebration of the martial ideal goes hand in hand with literary trends like 
naturalism and the historical romance, as they are inclined to demonstrate "acts of raw 
physical violence" (Kaplan 82). By discarding the past discussion of moral 
responsibility in war, literature of the 1890s reinvents a youthful and amoral Civil 
War. 
On Style 
Apart from having a different orientation on their content, postwar writers also 
need to build up a readership by writing the war in a new style. As they do not engage 
in the war, they cannot narrate from a soldier's point of view. It is thus not an option 
for them to write in Bierce's cynical style, since his shocking revelations about war 
requires experience from an insider's position. Instead, they have to renew the 
reader's interest through highlighting certain aspects of a spectator's viewpoint. The 
spectator's view does not put these writers into an unfavourable position though. 
Although The Red Badge is not written from a soldier's viewpoint and hence may be 
restricted in some way, the critics and readers of Crane do not seem to mind. On the 
contrary many people still regard the book as the best Civil War novel. They welcome 
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the new style introduced by Crane, which is a mixture of various techniques including 
realism, symbolism, naturalism and impressionism. This chapter will not take a look 
at all of these, however. This thesis will focus primarily on how Crane incorporates 
realism and impressionism in The Red Badge, as the two techniques fit in most nicely 
with a discussion of the novel as an initiation story. 
In the following, Crane's experience of war will be briefly introduced first. After 
that, Crane will be analyzed as a youthful writer whose view on war is contemporary. 
In terms of content, The Red Badge is a realistic novel that corresponds to, and 
parodies, the prevalent problems of the youth and romantic war literature. For its style, 
Crane paints a colourful war with the repeated use of impressionism. The 
impressionist technique not only illustrates the sensations of war vividly but also 
projects the fantasies of the young soldiers effectively. 
Crane's Experience of War 
Stephen Crane wrote his masterpiece, The Red Badge of Courage, at the age of 
twenty-three. Bom six years after the Civil War, Crane does not get a chance to 
experience the real war. Despite this, he has ample opportunities to read about the war 
from "memoirs, biographies, regimental histories, multivolumed chronics, pamphlets, 
poems, diaries poured from the presses" (Aaron 211). In fact, Crane even has a strong 
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opinion on how the war should be told. He is said to be bored by some first-person 
accounts in "Battle and Leaders of the Civil War,” a popular series in Century 
Magazine (Mitchell 4). He is equally dissatisfied with Zola's portrayal of war in La 
debacle (1892) and declares that he can write a better book (Stallman 168). He 
decides to compose his own representation, which leads to the birth of The Red 
Badge. 
Crane's confidence in writing can be understood by the fact that he is a 
professional reporter both before and after his Civil War writing. He participates in a 
new kind of journalism in the 1890s，which involves a stylistic blend of fact and 
fiction in reporting. According to Michael Robertson in Stephen Crane, Journalism 
and the Making of Modern American Literature, the "fact-and fiction discourse" 
becomes popular after a rise of the "penny press" during the 1830s (6). As a result, a 
younger generation of writers including Crane regarded the newspaper "as a source of 
material for literature and reporting as valuable training" (Robertson 3). The context 
explains why Crane can depict the Civil War in whatever mode he likes, such as by 
fusing techniques like realism and impressionism in The Red Badge. 
Moreover, the freedom of press sustains Crane's future interest in war journalism. 
Crane is later obsessed with reporting war. In order to vindicate the authenticity of 
The Red Badge, he actually leaves for Mexico, Greece, Cuba and Puerto Rico to see 
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the various wars in those areas (Mitchell 7). Due to his poor health, he dies in one of 
the wars at the age of twenty-eight (Mitchell 8). The Red Badge is thus an early 
example which exhibits Crane's zeal for participating in warfare. 
The Indeterminacy of The Red Badse 
The Red Badge is about a youth, Henry Fleming, who leaves his village home to 
enlist in the Civil War. Henry is a romantic dreamer — he often imagines himself a 
Homeric hero who will go home with flying colours and boast about his valor to the 
villagers. Ironically, as the war starts he is so frightened by the hostilities that he runs 
away for a considerable period of time. When he returns to his regiment, he witnesses 
the death of a veteran, Jim Conklin. Jim's death and other happenings inspire Henry to 
fight devoutly for the Union thereafter. At the end of the novel, he is praised and 
promoted after snatching the rival's war flags twice in the battlefield. 
The above is a simplified version of the story's plot. If one reads the book a 
couple times, he/ she will find it much more complicated than expected. For instance, 
the reader may find it difficult to determine the writer's stance of war. Although the 
simplified plot above seems to orient toward a romantic ending, the fact is that The 
Red Badge should be treated neither purely as pro-war nor anti-war. As suggested in 
the beginning of this chapter, romanticizing war is risky to the postwar writers, as 
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readers of their time are informed about the destructive consequences of the Civil 
War. 
More critics argue that The Red Badge is an anti-war novel. One argument they 
use is that Crane is a well-known atheist who does not believe that soldiers would 
gain any spiritual salvation by fighting for the country. As put forward in the 
Introduction, the nineteenth century is a time when the divine kingship and the 
religious cause of war are subverted in war literature. Apart from this argument, many 
critics suggest that The Red Badge is a realistic adaptation of the real engagement in 
Chancellorsville, May 1863 (Mellors & Robertson 230). Crane chooses to represent 
that episode of the Civil War not because it ends gloriously in history. In contrast it is 
the largest defeat of the Union despite "its (unprecedented) advantage in numbers 
over the opposing Confederate army" (Mellors & Robertson 231). That means those 
critics want to argue that Crane intends to depict a gloomy war which will end in 
defeat. In this way they might prove that The Red Badge is an anti-war novel. Even so， 
the anti-war reading can be applied to the fiction only to some extent. For one thing, 
Crane does not forecast the defeat at Chancellorsville explicitly. More importantly, he 
does not condemn war in any explicit manner through the content and style of the 
novel. 
Since it is difficult to identify Crane's stance as purely "pro-war" or "anti-war," 
5 2 
The Red Badge is perhaps more aptly called a "realistic" representation of the Civil 
War. The concept of realism can shed light on the novel in two ways. It is assumed 
that Crane reflects honestly the initiation process of adolescents in The Red Badge. 
This reading is supported by the fact that the novel is often analyzed by critics in 
terms of a coming-of-age story. Other than this, the writer also parodies the romantic 
mindset of the immature combatants. Although Crane does not often comment 
explicitly on the characters' behaviour, his impressionistic renderings of their mental 
visions are almost a mockery on their innocent view on war. This idea will be 
elaborated with examples in the following section. It will explain the war process, as 
well as the function of some characters, in greater detail. 
The Process of War in the Novel 
1. The Stagnant Period 
As the novel opens, some Union soldiers are waiting for a battle. Henry and 
Wilson are two teenage fighters waiting impatiently in the 304th regiment. As they 
have been looking forward to a grandiose war, they do not expect to stay idly in the 
camp. In their inertia Henry and Wilson tries hard to kill time; Henry spends most of 
his time day-dreaming, while his talkative friend tends to squabble with other soldiers. 
The stagnant period, while bringing much disappointment to the youths, provides 
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an opportunity for Crane to demonstrate the personality of these characters. In 
Chapter 1, an interesting interaction is found between a veteran and the two freshmen. 
A "tall soldier," later revealed as Jim ConJklin, tells others optimistically that their 
regiment is going to move very soon (Crane 3). Wilson immediately rebuts him. This 
"loud soldier" rebukes with a thundering voice, "It's a lie! That's all it is - a 
thundering lie!" (3). Although Henry does not join the bickering, he has been 
observing what is going on around him. Before the veteran starts talking, Henry finds 
him washing a shirt. From the perspective of Henry, Jim is seen "flying back from a 
brook waving his garment bannerlike" (5). The pompous action in fact does not match 
Jim's down-to-earth character in reality. It is portrayed in this way simply because the 
scene is "coloured" by Henry's feverish attitude of war, as he often turns ordinary 
images into heroic scenes of war. This is just one example among others that reveals 
Henry's viewpoint. In many other places the novel enters into Henry's mind to render 
his romantic and sensational impressions of war. So, even though Henry does not 
support Wilson verbally in the incident above, he actually agrees with Wilson's point 
in silence. 
By manifesting the romantic thoughts of Henry, Crane not only shows the 
immaturity of adolescence; he also unveils other prevailing problems of the 
youngsters in his time. Henry once gives a momentous remark: "Greeklike struggles 
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would be no more. Men were better, or more timid. Secular and religious education 
had effaced the throat-grappling instinct, or else firm finance held in check the 
passions" (8). This remark is note-taking because it reveals at least three 
contemporary problems of America. It first states that the secular education in Crane's 
time has eliminated soldiers' incentives to fight eagerly for a religious cause, a 
problem existing from the nineteenth century onward. Another problem of modernity 
emerges when "finance capitalism" becomes more and more dominant in the 1890s 
(Mitchell 11). The newly recruited soldiers prefer making money to fighting selflessly 
for their country. Worse still, their sense of detachment is deepened with the increase 
use of machinery in warfare. Soldiers in modern war will no more imagine themselves 
as "Homeric" heroes who wrestle with their rivals strenuously (8). These are two 
circumstances that worry Henry a great deal. 
In addition to the two circumstances, something about the youth's knowledge of 
war can be inferred from his remark. Apart from learning the "Greeklike struggle" by 
reading Homer, Henry recalls that "the newspapers, the gossip of the village, his own 
picturings had aroused him to an uncheckable degree... Almost every day the 
newspapers printed accounts of a decisive victory" (6). Henry is also familiar with the 
accounts in history books. He thinks, "There was a portion of the world's history 
which he [has] regarded as the time of wars, but it... [has] been long gone over the 
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horizon and [has] disappeared forever" (5). These outdated or subjective narratives 
attribute to the limited horizons of Henry in understanding the real war. In particular, 
young people like Henry do not seem to know anything about the atrocities of war. 
Despite the fact that Crane is a journalist himself, perhaps he also cannot avoid facing 
the same limitation. As Crane is used to reading and writing 'fact-fiction discourse" 
for the newspaper, he may not be able to detach himself from it in real life (Mitchell 
11). So，when he suggests that Henry has read "marches, sieges, conflicts, and he [has] 
longed to see it all" (5)，he may also be referring to his own craving to "see the real 
wars" unconsciously. 
During the phase of stagnancy, Henry has a lot of spare time to take a good look 
at the surrounding environment. His impressionistic view on nature is hence first 
captured in the novel. In Chapter 3，nature is perceived in this way: 
When another night came, the columns, changed to purple streaks, filed across 
two pontoon bridges. A glaring fire wine-tinted the waters of the river. Its rays, 
shining upon the moving masses of troops, brought forth here and there sudden 
gleams of silver or gold. Upon the other shore a dark and mysterious range of 
hills was curved against the sky. The insect voices of the night sang solemnly 
(19). 
The Red Badge is of ten analyzed as an impressionistic work because it is "saturated 
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with colour imagery and synesthesia used in realistic descriptions and metaphorically 
to suggest states of mind" (171), as Stanley Wertheim explains. In this example, 
Henry 's sensitivity towards his enemy is reflected when he pays close attention to 
anything that takes the shape of a curve - the streaks of smoke, meandering gleams of 
fire and a range of hills all look like moving lines of the opposing troop. So, even 
though these sceneries are not real threats to him, Henry "[keeps] his eyes watchfully 
upon the darkness" (19). 
Among all his imaginary fears, the "glaring fire" is the one that frightens Henry 
most. The "eye" motif is found everywhere in the novel. In Chapter 1，Henry is 
already alert of "the red, eyelike gleam of hostile camp-fires set in the low brows of 
distant hills" (3). The idea surfaces again when Henry contemplates that "the shadows 
of the woods [are] formidable. He [is] certain that in this vista there lurked fierce-eyed 
hosts" (22). Henry is probably not just afraid of the enemy; he may be equally fearful 
of the countrymen who read about the soldiers' performance in the newspaper and 
may criticize their cowardice. In the 1890s, since "participants and observers alike... 
viewed the battlefield of the Civil War as a testing ground for the virility and courage 
of the individual soldier," young soldiers are under great pressure in the war (Kaplan 
80). The "fierce-eyed hosts" in the hills are just like the audience watching in the 
theatre these feeble kids fight like the old barbarous men. 
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Crane is likely aware of the youth's pressure as he chooses to depict the 
Chancellorsville episode of the Civil War. According to Mellors and Robertson, 
"delay had been a feature of Union performance in the eastern theatre and a repeated 
complaint in the influential newspapers which made public opinion a significant 
factor in this war" (234). Since Crane understands the great influence of newspapers 
and public opinion, he may sympathize with Henry by displaying to the reader 
Henry's psychological stress through his wild, impressionistic images. 
2. The First Round of Attack 
The enemy finally opens fire with the 304出 regiment in Chapter 5，the first round 
of battle that Henry actually braves. Instead of running away from the "foe-swarming 
field," when Henry goes down to the battlefield, he works "at his weapon like an 
automatic affair" (30 - 31). Henry even has his own philosophy on how to be a 
successful fighter - he believes that "the subtle battle brotherhood more potent even 
than the cause for which they were fighting," and "he [develops] the acute 
exasperation of a pestered animal" (31). Having acquired fraternity and rage, other 
soldiers in Henry 's regiment also turn into real fighters: 
The steel ramrods clanked and clanged with incessant din as the men pounded 
them furiously into the hot rifle barrels. The flaps of the cartridge boxes were all 
5 8 
unfastened, and bobbed idiotically with each movement. The rifles, once loaded, 
were jerked to the shoulder and fired without apparent aim into the smoke (32). 
Although the machine gun is not yet available in the Civil War, the carefree style 
of shooting in this scene makes one feel that these soldiers are really using a more 
deadly weapon than just the rifle. No matter whether Crane aims to highlight the 
power of modem weapons, he does seem to accentuate the ability and resourcefulness 
of the Union army. The soldiers fight with "intentness on [their] faces" partly because 
they are professional combatants not easily distracted by other things. Partly, it is 
simply because they do not have to worry about the scarcity of bullets. Crane even 
pokes fun at the resourcefulness of the Union by comparing the shootings to magic 一 
the bullets pop up in the smoke "like puppets under a magician's hand" (32). From the 
way he incorporates playful metaphors Crane does not seem to portray a "realistic" 
war in somber fashion. Rather, he may want to portray a potent army comically. 
3. The Runaway Phase 
The valor of his regiment indeed fails to convert impetuous Henry; he is soon so 
frightened by the incessant firings that he escapes into the woods. In his imagination, 
the smoke of gunpowder turns into a monster that chases him: 
He became aware that the furnace roar of the battle was growing louder. Great 
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blown clouds had floated to the still heights of air before him. The noise, too, 
was approaching. The woods filtered men and the fields became dotted (56). 
Again Crane employs the impressionistic technique to paint war. As Cady Harrison 
explains, "with minimal but exact detail, in an aura of psychological, not objective, 
reality, the experience (of Henry) is precisely, forcefully communicated" through 
Crane's style of impressionism (135). The short passage vividly captures the scene 
when the brown smoke envelopes the panic soldiers, causing the timid ones to flee. 
During his escape Henry encounters some soldiers' dead bodies which interact 
with him in a mysterious way. Henry is often aghast at the sight, and then meditates 
on its implications. He meets a corpse once after he plays with a squirrel. When he 
throws a pine cone at the squirrel, it runs away with "chatting fear" (42). The 
squirrel's reaction causes Henry to justify his escape with naturalistic reasoning. He 
thinks that it is excusable for him to run away because "he [is] but an ordinary 
squirrel" (42). Yet, as soon as he feels relieved, he faces an extraordinary experience 
in the deep thickets. As "he [reaches] a place where the high, arching boughs made a 
chapel" (43), he encounters a dead soldier face-to-face: 
He was being looked at by a dead man who was seated with his back against a 
columnlike tree.. . . The eyes, staring at the youth, had changed to the dull hue to 
be seen on the side of a dead fish... [Henry] was pursued by the sight of black 
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ants swarming greedily upon the gray face and venturing horribly near to the 
eyes (43). 
In this episode Henry is depicted as if he walks into a chapel to join a funeral 
ceremony of a friend. But interestingly, Henry actually does not know the dead soldier. 
Discovering each other, "the dead man and the living man [exchange] a long look" 
(43). Henry is particularly shocked at the moment because he is just having fun with 
the squirrel serenely; hence he does not expect to see an abominable death at the same 
time. When he exchanges "a long look" with the dead, he notices that death is 
something inescapable in life. That is why whenever he tries to flee from the 
battlefield to avoid his death, he instantly runs into a scene of death of another person. 
When he sees the ants crawling indifferently into the soldier's eyes, he realizes that all 
human lives are negligible in front of nature and hence no soldier will die with a 
glorious death. In this sense, a naturalistic interpretation of death helps Henry in a 
positive light - although he will not fight with a religious faith, he will become a more 
down-to-earth person who struggles adamantly to the end. The deterministic 
worldview of naturalism, in which human beings do not have control of their fate, 
does not affect the will-to-power of professional soldiers. 
In fact, the dead soldiers and veterans are the role-models for Henry. Crane 
displays a respectful attitude to these characters. Apart from the anonymous soldiers 
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mentioned, Jim Conklin is a veteran who teaches Henry some important lessons about 
life. At the beginning of this chapter，it is suggested that war literature in Crane's time 
features fraternity between the Northern and Southern veterans. Nonetheless, Crane 
finds this representation unrealistic and rebuts it implicitly in The Red Badge. In 
Chapter 1，veterans like Jim do not talk about the Confederates in a friendly way but 
describe them as brutal fiends. In the Union army，"some (soldiers) [talk] of. . . 
tremendous bodies of fierce soldiery who were sweeping along like the Huns. Others 
[speak] of tattered and eternally hungry men who fired despondent powders" (9). As 
the Union fighters are just normal people who gossip and tease their foes，what makes 
veterans like Jim stand out must be some other characteristics then. 
Jim is an experienced soldier with many virtues; Henry adores him particularly 
because of his exceptional courage in facing death. Even though Jim is severely 
injured, he is still very calm and brave: "His spare figure [is] erect; his bloody hands 
[are] quietly at his side. He [is] waiting with patience for something that he [has] 
come to meet" (51). After wrestling with the great pain in his body，Jim falls on the 
ground and dies. 
This scene of J im's death reminds Henry again of "a solemn ceremony," and he 
feels that "there [is] something ritelike in these movements of the doomed soldier" 
(51). By looking at J im's death, Henry gradually comes to realize that the death of 
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real soldiers is not pompous but solemn - their movements are "ritelike" not because 
they are reverent in a religious sense; rather, their noble character is shown in the way 
they persevere even in the moment of death. 
Although Crane is an atheist and thus the veterans should not be religious 
characters, critics sometimes argue that Jim and another veteran, the "tattered man," 
play the role of Jesus in the story. These critics do so probably because the characters' 
selfless sacrifice is similar to Jesus's. Yet, the religious reading can hardly be pushed 
further because Crane is known as an atheist whose depiction of the world is largely 
naturalistic. Therefore, at most one can reason that the veterans do not have as many 
character flaws as the adolescents. Therefore, the modem metaphors, those reflecting 
problems of the contemporary youths, are seldom applied to the veterans. Instead 
Crane emphasizes the virtues of these veterans, such as their pragmatism, manhood 
and comradeship. That is why they are the mentors of the young soldiers in combat 
and in life. 
4. The Last Charge 
After running away from the Union camp for a period of time, Henry is reunited 
with the 304th regiment. He notices that "the loud soldier," Wilson, has become 
quieter and humbler than him. Henry thus feels that he should also quiet down and 
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concentrate on the engagements. 
In the last charge against the Confederates, Henry is able to resume his "rage and 
exasperation" and shoot at his foes relentlessly (83). This time the "furnace roar" of 
the enemy's gunfire does not hold him back; on the contrary, he thinks that his enemy 
have created trouble for them and mocked at his inability with their ruthless attacks. 
As a result, "his knowledge of his inability to take vengeance for it made his rage into 
a dark and stormy specter," and he wishes that his rifle is "an engine of annihilating 
power" to massacre these people (84). 
After a process of maturity, Henry's war vision has developed in the second 
charge. His vision is no longer affected by romantic illusions: 
It seemed to the youth that he saw everything. Each blade of the green grass was 
bold and clear. He thought that he was aware of every change in the thin, 
transparent vapor that floated idly in sheets... And the men of the regiment, with 
their starting eyes and sweating faces，running madly, or falling, as if thrown 
headlong, to queer, heaped-up corpses - all were comprehended. His mind took a 
mechanical but firm impression (92). 
With a clearer vision, Henry at last perceives the combat of his regiment from a 
holistic angle: 
These latter braced their energies for a great struggle. Often, white clinched teeth 
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shone from the dusky faces. Many heads surged to and fro, floating upon a pale 
sea of smoke. Those behind the fence frequently shouted and yelped in taunts 
and gibelike cries, but the regiment maintained a stressed silence (108). 
Since the style of representation in these two passages is still impressionist, they are 
narrated apparently from Henry's point of view. Yet, in the second passage his vision 
is proven to have matured, as he pays all the attention to other people rather than 
himself. Therefore, for the first time the pronoun "they" is repeatedly employed in his 
description. In the past, even if a group of soldiers is represented, their actions are 
sketched individually. In comparison all soldiers are now shown yelling and keeping 
silent simultaneously; even their facial expressions in "a pale sea of smoke" are 
depicted as exactly the same. A sense of fellowship is insinuated without being 
mentioned by Henry externally. These impressions help to indicate that Henry has 
matured to some extent. As "his mind [takes] a mechanical but firm impression," he is 
a bit like a professional soldier of modem warfare (92). In a way his growing 
impassivity reminds the reader of the stolid soldiers in Bierce's Civil War stories. 
Besides the soldiers, the superiors in the 304^^ regiment are also represented in a 
modern light. Or more precisely, they are businessmen of the contemporary era - the 
colonel is heard of saying "Don' t forget that box of cigar" while his subordinates are 
fighting in a devilish condition (14); as the general hears some worrying news about 
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his army, "he [has] the appearance of a business man whose market is swinging up 
and down" (39). 
In another incident, the superiors are even portrayed as bosses who take 
advantage of the hierarchical order in the army. This is most obviously presented in 
the "mule-driver" incident. Once Henry overhears an officer saying to the general, 
"they fight like a lot 'a mule drivers," when the officer proposes moving the regiment 
to the frontline (89). At that time Henry is astonished that "the officer spoke of the 
regiment as if he referred to a broom" (97). Thus during the battle Henry "[has] 
thought of a fine revenge upon the officer who [has] referred to him and his fellows as 
mule drivers" (97). 
Facing the hierarchical order, Henry does not take revenge by going on strike or 
shooting at their superiors like Bierce's characters; instead, this "realistic" worker 
transfers his anger to the Confederates and goes on killing them. Henry even forgets 
the insult later and continues to hypnotize himself a war hero. Amy Kaplan suggests 
that the phenomenon of soldiers deluding themselves with their martial heroism is 
commonly found in the 1890s’ romantic war literature. At that time, she argues that 
the "martial ideal" is revived in fiction to serve a political purpose. That is, apart from 
promoting national reconciliation in the aftermath of the Civil War, it also supports 
the further expansion of America: 
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The tensions between officers and privates, between social classes, are 
externalized and transcended on the battlefield, and the mob of soldiers is 
channeled into the machine. War is transformed from a means of expressing 
conflict to a way of purging internal social conflict which was the argument set 
forth for oversea expansion in the 1890s (90). 
Kaplan believes that Crane brings up "the revival of the martial ideal" to criticize 
implicitly the social trend of his era. She says, "by fusing industrial and chivalric 
language, Crane exposes the function of the revival of the martial ideal and shows it 
criticizes a rationalized and hierarchical social order only to reinforce it" (Kaplan 91). 
While Crane may really be parodying contemporary works in The Red Badge, it 
is doubtful to what extent his criticism is serious. One might take a look at some sport 
metaphors to understand why this is the case. Near the end of the novel, Henry is 
encouraged by his comrades to score in the war by snatching the flags of the rivals. 
After hearing this, Henry is more enthusiastic about getting the flags than shooting the 
enemy. As if being turned into an American football player, Henry "[ducks] his head 
low, like a football player.. . and [hurls] himself forward" to grab the flag (90). After 
Henry seizes the flag, his friend Wilson does the same thing. As Wilson approaches 
the colour bearer, his action resembles an American football player snatching the ball 
from his opponent: 
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The youth's friend went over the obstruction in a tumbling heap and sprang at the 
flag as a panther at prey. He pulled at it and, wrenching it free, swung up its red 
brilliancy with a mad cry of exultation (112). 
In this way Crane does revive "the martial ideal" by comparing the physical actions of 
combat with "competitive athletics and spectator sports" (Kaplan 81). Yet, he may not 
use the sport metaphor to condemn other writers seriously. Instead, he may also be 
presenting the battle from an angle that he is interested in. In fact, Crane once 
revealed that he is good at drawing an analogy between a battle and a ball game 
because he is interested in sports: "I have never been in a battle, of course, and I 
believe that I got my sense of the rage of conflict on the football field. The 
psychology is the same. The opposing team is an enemy tribe" (Stallman 181). In this 
way even if Crane wants to mock his contemporary writers, he may at the same time 
make flin of his own passion for sports and war. So, instead of arguing that Crane is a 
solemn writer who criticizes others in outmost seriousness, it may be more 
appropriate to regard him as a youthful realist who sometimes jeers at romantic 
writers, and occasionally, himself. 
Since it is proposed in the chapter's opening that realism is marked by a sense of 
indeterminacy, Crane's message at the end of The Red Badge should be interpreted as 
ambiguous as well. Although Henry feels that "he [is] a man" after gripping the war 
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flag (116)，the question is not about whether the reader should follow his 
understanding. It is rather about whether Crane would use his realistic style 
consistently and let things round up in a cyclical, and thus undetermined, manner. As 
Edwin Cady puts in, 
What he was doing with Fleming, it seems clear, was not holding him up for 
judgment but rounding off the account of his experience. It was out of the 
question for Crane, insofar as he was a realist, to end a plot. It was neither with 
abstract structure nor with fable that he was concerned. The realists saw life as a 
continuum of the personal experience of their characters (141). 
Provided that Crane wants to portray life as closely as possible，besides being a realist 
and an impressionist, he is above all a "visionist" whose job is "to see pellucidly and 
honestly" (Cady 141). It is the primary task of this visionist to convert the Civil War 
into a colourful battle that lives again in the eye of his contemporary readers. 
Conclusion 
From the analysis of The Red Badge, one might see that Crane is not just an 
ordinary spectator of the Civil War. In fact, his role as a spectator is further subdivided 
into that of a reader and a respondent. As a contemporary reader, he gets a lot of 
information from sources like newspaper and history books. Additionally he is a 
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commentator who digests the information and recreates it with the "fact-fiction 
discourse" in the newspaper. The Red Badge is his stylistic work that infuses war 
representations with a new blend of realism and impressionism. This is the distinctive 
contribution of Crane to Civil War literature. 
The distinctiveness of Crane also lies in the fact that he makes full use of his 
advantage as a postwar writer when composing The Red Badge. If the war did not 
occur before him, writing the novel with a realist-impressionist style would be highly 
difficult. First of all, if Crane were Whitman, it would be hard for him to view the war 
from a detached position and discard his romantic chants. Likewise, if Crane did not 
see photographs of war in the newspaper of his time, it would be impossible for him 
to write a novel in which "almost every impression [is] preconceived" (Stallman 169). 
This explains why Crane's war fiction can be both realistic and impressionistic, rather 
than being romantic like Whitman's poetry. 
Despite his advantages as a postwar writer, Crane's participation in the war as a 
distant spectator also limits his scope of presentations in other ways. For example, no 
matter how much he knows about the war in the newspaper, he can never account for 
the war from a soldier's point of view. That is why even if Crane touches upon some 
aspects of modernity in the novel, his war vision cannot be rendered as completely 
"modern." From the case of Crane, one can discern that a writer's personal experience 
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in the war is the most influential to his representations, a factor even more crucial than 
the time factor. 
In the following chapter, the true meaning of "modern" war vision will be 
investigated with the analysis of the third writer, Ambrose Bierce. By feeding his 
readers a battlefield loaded with blood-thirsty soldiers, this "devilish" writer will be 
shown as a precursor of the antiwar vision in World War I literature. 
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Chapter Three Survivors under Siege: Ambrose Bierce's Modern War 
The Modern War 
In the previous two chapters on Whitman and Crane, the Civil War is represented 
as Romantic and realistic respectively; this change of perception is caused by both the 
passage of time and the writers' different participations in the war. In this chapter, we 
will move on to the inquiry of Ambrose Bierce, whose cynical view of the war is 
remarkably "modern," since it antedates some antiwar writings of World War I. 
While the First World War is inarguably a modern war in world history, the 
American Civil War is actually seldom studied from the perspective of "modem war." 
In The Bloody Game: An Anthology of Modern War, Paul Fussell expounds in the 
section "On Modern War" that "the modern union of neurotic nationalism and 
complex technology has defined war in a way unknown before" (17). The Civil War is 
not completely qualified to be named as a "modern war," since the kind of "neurotic 
nationalism" is limited to one country, and some military technology like machine 
guns and tanks are still associated with "plebian vulgarity" and are thus not applied in 
the war (Fussell 18). Thus relatively "chivalric and aristocratic usages" like horse 
cavalry, rifle and bayonet are utilized instead (Fussell 18). 
As the Romantic sentiments still remain among some people and writers, the 
cultural "Modernism" does not arise during the Civil War era. In fact, critics seldom 
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use the term "Modernist," or even "modern," to describe the literary renderings of the 
Civil War. In a number of anthologies of American literature, Whitman, Crane and 
Bierce are put under the category of Romanticism, Realism and Naturalism instead.i 
These anthologies often canonize literary works within the concerted national 
parameters, and as a result, they are limited in exploring the potential qualities of 
some writers. For example, more often than not, Bierce's stories are regarded by 
critics as Naturalistic rather than modern in any sense. Sometimes Bierce is even seen 
as a minor Naturalist and thus his stories are not selected in some shorter anthologies. 
In view of this, the thesis attempts to inspect Bierce's stories from a new perspective, 
or at least, a perspective other than Naturalism. Analyzed mainly from the angle of 
war, Bierce's engagement as a soldier, together with his literary representations of the 
Civil War, will be examined in this chapter. Twenty-one stories from The Civil War 
Short Stories of Ambrose Bierce are basically reviewed, while seven of them will be 
used as examples. The reader can refer to this book or Bierce's own selection, "In the 
Midst of Life: Tales of Soldiers and Civilians," for these stories. 
Bierce's Representations of the Civil War 
Bierce's Life as a Soldier 
Ambrose Bierce is the only writer, among the three discussed in this thesis, to 
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enlist as a soldier in the Civil War. According to Edmund Wilson, the not-yet-twenty 
lad was "the second in his county to enlist" and had "three years of active service in 
the infantry" (617). Bierce is surprisingly patriotic at the beginning of the Civil War; 
he enlists voluntarily because of his faith in the Union cause, which is to uphold 
Liberty by emancipating the slaves in the country. "At one time in my green and salad 
days," Bierce later recalls, "I was sufficiently zealous for Freedom to be engaged in a 
four years' battle for its promotion. There were other issues, but they did not count 
much for me" (Aaron 182). Due to his outstanding performance in the infantry, he is 
soon "made a first lieutenant and transferred to the staff of William B. Hazen as 
topographical engineer" (Wilson 619). The job of a topographical engineer is to make 
maps of areas that the army may penetrate into. It will be shown later in the chapter 
that topographical engineering equips Bierce with the skill to depict his characters and 
their surrounding environment with unparalleled precision and illusive plausibility. 
Although Bierce enjoys a successful career at the war's beginning, he faces some 
harsh blows afterwards. In 1864, his head is "broken like a walnut" during an invasion 
at Kenesaw Mountain and he is given up for dead (Wilson 620). He later returns to his 
army; yet, his perception of the war never stays the same again. 
Apart from his head injury, Bierce is also spiritually "injured" when he works as 
a Treasury agent in Alabama in 1865 (Aaron 189). He has a "glimpse of corruption" 
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by finding "the catpetbaggers who [enrich] themselves and the ex-soldiers who [loot] 
the people" (Aaron 189). Since Bierce often highlights the problem of corrupt 
bureaucracy in his stories, this example is perhaps just one among many others that he 
encounters during his four-year engagement in the Union army. 
After his severe setbacks, Bierce is downright disillusioned by the Civil War. He 
finally learns that neither national glory nor personal honor really matter in war; it is 
his own survival that counts the most. For that reason his stories are marked by their 
common theme of survival. In the following, Bierce's general characteristics will be 
explored first. After that, seven of his war stories will be analyzed, alongside some 
explanation on how these stories are modern in style. 
Section 1 Distinguishing Features of Bierce: Content and Style 
Content 
When the reader completes reading The Civil War Short Stories of Ambrose 
Bierce. he/ she would probably find that Bierce is rather free in picking his writing 
materials. His stories have a range of themes, including bravery, family, military 
politics and death. Some people may identify Ambrose Bierce as a cynic or "Master of 
the Macabre" (Gullette 1). These terms are effective for classifying Bierce in terms of 
his style and attitude. Yet, they are not specifically about Bierce's content and they 
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tend to analyze his works negatively. In fact, no matter how one categorizes Bierce's 
stories, all his representations of the war centre around the theme of survival. They are 
stories about how soldiers endeavour, or fail, to survive in war. Most of the time 
soldiers struggle to live until the last minute. They sometimes choose to live even at 
the expense of others' deaths. 
Since Bierce's concern is mostly on survival, he does not aim at representing a 
realistic or idealistic war. It does not mean that he overturns the rule deliberately; he is 
simply uninterested in it. He does not conceive himself a commentator whose job is to 
explain and argue for his stance explicitly. Rather, he is a misanthropic soldier who 
ignores the interest of his readers and jumps into a literal war of his own. So, in a 
contrastive manner with Whitman and Crane, and likely with many other writers as 
well, Bierce begins his narration neither by introducing the war background nor by 
depicting the actions of soldiers before the war. His stories almost always start with 
what happens in the middle of a battle, such as the moment when soldiers are about to 
break into an enemy's ambuscade hidden in the woods. In this way, the great cause of 
fighting, which is usually linked with patriotism, is never dealt with directly in his 
stories. His characters, without having the cause of fighting and identities clarified in 
the beginning of stories, are depicted as those being thrown into the world of 
survivors. The soldiers are hopelessly trapped in the battlefield and have to risk their 
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lives every minute thereafter. It is possible to say that Bierce's characters do not have 
a common goal to win for the country but to survive after the abominable warfare. 
Because of the tough fighting environment, Bierce tends to highlight the primitive 
nature of human beings. His soldiers are usually portrayed as those who fight fiercely 
in war - they keep shooting to such an extent that they lose their reasoning power and 
become merciless butchers. Bierce questions whether rationality can work under 
extreme circumstances like war. 
Perhaps partly a result of his head injury in the war, Bierce shows a deep concern 
about death in the stories. Death is a subject matter covered in all of his works about 
the Civil War. Even the title of his collection, "In the Midst of Life: Tales of Soldiers 
and Civilians," sheds light on their central message of death. The phrase, "In the 
Midst of Life," is taken from the funeral service in the Anglican Book of Common 
Prayer: "In the midst of life, we are in death" (Quirk 123). The title echoes with the 
fact that nearly all his stories end with the death of the main characters. However, 
instead of amplifying the tragic ending of his stories, Bierce inclines to tell the death 
of his characters briefly in one line, which is the last line of each story. There can be 
several reasons for Bierce to unfold death in this way. First, through sudden deaths 
Bierce unveils the result of intensive violence. Death is also itself violent, or merciless, 
in nature, since it never comes with a warning. That is why "in the midst of life, we 
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are in death." The phrase is especially apt for characterizing the brutality of war. 
Second, Bierce wants to convey that, no matter how thrilling one's life is before his 
death, the exact moment of death is nothing riveting but plain. As Parker Adderson 
puts it in "Parker Adderson, Philosopher，” "while conscious, [he] shall be living; 
when dead, unconscious," (Bierce 77). The line means that death is just the point 
where one changes from conscious to unconscious. To Bierce，s characters，death is the 
ultimate loss in life and thus it involves no moral lesson. 
In fact, this treatment of death by Bierce is exclusively available in modem 
literatures of war. In the past, many warriors believe that anything related to war is 
determined by God. Apart from their belief in the divine kingship, they think that their 
sacrifice will be rewarded by having an afterlife in heaven. As Fussell puts it, 
One element of modernist culture that makes modern war so much harder to bear 
than earlier is the attenuation of religious belief since the nineteenth century. The 
warrior could once solace himself with the conviction that his death, painful as it 
might be, was merely a passage into a glorious afterlife (24). 
From the age of modern war, death is nothing but "a black oblivion" to the troops 
(Fussell 24). That is why any war must be painful to modem warriors including 
Bierce - while the soldiers cannot be spiritually delivered in the process of death, the 
massive use of m o d e m weapons also add to their torments physically and 
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psychologically. Therefore, as an ex-soldier, Bierce strives at exposing the crimes of 
war through the macabre content and style of his works. 
Stxle 
So, apart from the uncanny content, Bierce's writing style is also eccentric. First 
of all, his point of view is usually omniscient, so that he can describe several aspects 
of a character, including his action, feelings and psychology. Bierce sometimes takes a 
strange glimpse to life after death, as suggested in one possible reading of stories like 
"The Occurrence at Owl Creek Bridge." In the story, a devoted Southerner, Peyton 
Farquhar, tries to burn up the Owl Creek Bridge for blocking the way of the Federal 
troop. His conspiracy is discovered, and he is hanged by the Union army. The hanged 
man is supposed to die soon after his body falls from the bridge. However, Bierce 
makes an artful twist to the plot. Instead of describing how Farquhar dies immediately, 
he is depicted swimming desperately in the river to escape. Farquhar is seen "in full 
possession of his physical sense" when he is fleeing (49). Although it is unveiled in 
the last line of the story that Farquhar has actually died in the hanging, it is difficult to 
tell exactly whether his escape only takes place in his mind. If the story is a 
supernatural tale, it can be about the character's extraordinary experience after death. 
This idiosyncrasy of Bierce, i.e. giving a potentially posthumous account of war, 
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is in fact a typical feature of "modern" war representations. Although the technique 
may not be strictly called "Modernist," it does contrast with old war stories in terms 
of its unconventional plot structure. Stated by Catherine Savage Brosman, the plot of 
conventional war narratives must involve "a coherent movement toward fulfillment" 
(Visions of War in France 151). That is，as the warrior fights loyally for his country, 
the plot also develops neatly toward a resolution, which is either the victory or defeat 
of the army (or the warrior). Although Bierce may not be the first writer to twist his 
plot into a (seemingly) posthumous narrative, he is certainly "modern" in the way he 
replaces the conventional structure with a convoluted plot that centres only around the 
soldier's survival. In that case Bierce's stories also forecast the anti-war attitude of 
some World War I writers 一 by discarding the traditional plot, they all question the 
justifiability of any war in an implicit manner. 
In terms of language, Bierce employs very precise diction. He does not spare 
using technical terms, such as those about how soldiers fight and what they are called 
in their ranks. Military terms like "ambuscade," "reconnoiter" and "provost marshal" 
are everywhere in his works, since he believes that writers of war literature should be 
equipped with specific knowledge of war. He once says, "when a man writes on 
military matters without some degree of special training, study, and the technical 
knowledge so obtained, he makes a fool of himself in the first sentence, in the last and 
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in all the intermediate sentences" (Schaefer 80). Bierce not only polishes his diction 
but also his sentences. He uses many elaborate sentence structures in his stories. Due 
to his complex word and sentence patterns, his works are quite mysterious and 
difficult to understand. In that respect, Bierce is among the earliest literate soldiers 
who can write on a war eloquently. As there are not many cultivated soldiers before 
the Civil War, war narratives are seldom told from an "insider's" viewpoint. So, 
Bierce is one of the forerunning combatant writers who indirectly motivate his 
descendants to further disclose the calamities of war. 
Provided that Bierce's stories are diverse in content, it is probably easier to 
classify them in terms of style rather than themes. In the following，two types of 
Bierce 's Civil War stories will be discussed in further details. The list is by no means a 
perfect classification of Bierce's writing. Such categorization mainly serves a purpose, 
that is, to show how Bierce's different representations of war are distinctive in his 
own ways. 
Section 2 Two Types of Bierce's Stories 
1. Fantastic Stories 
The first category, which is loosely identified by a fantastic style of expression, 
includes the signature pieces among Bierce's works. The most famous is "An 
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Occurrence at Owl Creek Bridge " a story that is actually about a civilian rather than a 
soldier. However, as the civilian gets involved in a conspiracy against the Union army, 
he is executed and faces death like many other soldiers in the collection. The story is 
chosen also because it is perceived "as a heart-freezing symbolical presentation of the 
depth of the passion for survival" (Fadiman xvi). Other famous fantastic stories 
include "A Horseman in the Sky," "Chickamauga" and "One of the Missing." 
Despite the fact that these stories are rather different in content, they are still 
similar in one aspect — theme-wise, these stories exhibit how human beings persevere 
in extreme fighting conditions. In a way, "One of the Missing" is an allegory which 
sums up the kind of struggle that characters of the other three stories go through. 
Jerome Searing of "One of the Missing" is a tragic hero who makes every effort to 
escape from the rifle which points directly at his forehead. Although his body is 
buried under the debris of a collapsed house, he makes a tremendous effort to move 
the rifle away from him. He dies in exhaustion and dread at last. Nevertheless, the 
whole story is a manifestation of his struggle rather than his death. Similarly, Peyton 
Farquhar of "An Occurrence of Owl Creek Bridge" is another tragic hero who 
exercises his physical strength to evade incessant gunfire from the bridge in his mind. 
Searing and Farquhar can be considered as tragic heroes because their will-to-power 
outshines their tragic fate. Strictly speaking, Searing and Farquhar are punished by 
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fate mainly because they make a mistake during their action, rather than having a fatal 
personality trait. What they have committed carelessly is that Searing tries to shoot at 
the enemy first; for Farquhar, he is caught during his conspiracy against the Union 
army probably because he is not careful enough. It is relatively easy for the reader to 
sympathize with these two tragic heroes. 
Bierce's stories are not always about tragic heroes though. The other two stories 
are concerned with antiheroes who often act controversially. "Chickamauga" presents 
a deaf-and-dumb child who leads animal-like soldiers to kill and burn down his own 
house. The child's struggle is to understand the nature of warfare and soldiers before 
he decides to team up with these "villains." The case of "A Horseman in the Sky" is 
even more appalling - the protagonist, Carter Druse, kills his father after struggling to 
understand him in his dream. In both cases the so-called "struggle" is almost 
incomprehensible; the reader must turn to the stories' techniques to understand why 
the two characters can still be sympathetic. 
The way that Ambrose Bierce signifies human struggle is not always by 
glorifying personal will; more often he displays human effort by portraying how his 
characters struggle psychologically in their mind. That is why a discrepancy between 
physical and psychological truths can be discerned in this group of stories. The lapse 
between psychological time and physical time is the most obvious in "An Occurrence 
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at Owl Creek Bridge" and "One of the Missing." Both stories unveil in the end that 
the protagonists die, yet owing to their intense desire to live, they continue to fight for 
life一at least in their minds or in their “dreams." Druse also dreams in "A Horseman 
in the Sky." It is said that "for an instant Druse [has] a strange, half-defined feeling 
that he [has] slept to the end of the war and [is] looking upon a noble work of art," i.e. 
the image of his father riding a horse on the cliff (100). For "Chickamauga," the 
whole story is wrapped up by two layers of dreams. First of all, the story is 
surrounded by a dreamy aura, or some fantastic qualities. A boy about six year-old is 
depicted leading a Confederate troop to fight and burn down houses. As it is 
impossible in reality for a child to be a soldier, this story should only be treated as a 
parable or a dream. Another layer of dream is found when the child falls asleep in the 
middle of his military action: "he [wanders] with erring feet through the tangled 
undergrowth, till at last, overcome by fatigue, he [lays] down... (and) [sobs] himself 
to sleep" (54). "Chickamauga" can thus be read as a story of "dream within a dream." 
However, a question still persists - why are "dreams" important in Bierce's war 
representations? After all, using dreams to depict war can be risky, as the reader might 
expect an authentic war story to be realistic rather than fantastic. 
In fact, by using "dreams" as a major component of his stories, Bierce aims at 
seeking a kind of "inner truth" that is not verifiable by everyday facts. Dreams are 
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useful for studying one's subconscious, the kind of inner truth that Bierce yearns for. 
That is why in the four stories Bierce puts the main focus in the psychological section 
rather than the physical section. Although the physical reality is marked by the 
shocking death of his characters, Bierce makes the psychological reality more 
everlasting and prominent by giving each story an impressive central image. When the 
reader reads "An Occurrence at Owl Creek Bridge," he/ she should remember the 
scene with Farquhar swimming; Searing struggles under the debris of the collapsed 
house in "One of the Missing"; the child of "Chickamauga" is always riding 
piggyback on the crawling soldier, while Druse appreciates his father as a statuesque 
"horseman in the sky." These momentous scenes are significant in the stories, as their 
symbolic qualities attribute to the stories' richness. These four short scenes are more 
eminent than the physical reality (in which the characters often die in the end), 
because they highlight the survivalist spirit of the characters. The message that life is 
larger than death becomes prominent when the psychological reality is juxtaposed 
with the physical reality. 
Sometimes "dreams" also carry out another function in the stories, that is, to 
portray the less corrupted side of some characters. This function of dreams can be 
found most obviously in "Chickamauga" and "A Horseman in the Sky." Since these 
two stories are comparatively negative among the four stories, what their central 
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images represent is also most intriguing. A way to understand why the child in 
"Chickamauga" wants to ride piggyback is that he has not yet lost all his innocence. 
When the kid is frightened by a rabbit, his timid reaction also reflects that he is still a 
naive child. When he finds the crawling soldiers, "he [moves] among them freely, 
going from one to another and peering into their face with childish curiosity" (55). 
Therefore, it is the soldiers' bloodthirsty behaviour that has transformed the child into 
a cruel person and made him burn down his family's home. In “A Horseman in the 
Sky," Druse's father is portrayed nobly and dignified in his horse-riding position. 
Druse may have admired him; unfortunately, he cannot stand the fact that they support 
different camps in the war. Whereas he is a Secessionist, his father is a Unionist. 
Worse still, his father is much more loyal to the North than he is to the South. So, 
when Druse is looking at the image of his father on horseback, he is overwhelmed by 
his sense of guilt. He thinks that he is "looking upon a noble work of art reared upon 
the eminence to commemorate the deeds of a heroic past of which he had been an 
inglorious part" (100). Unfortunately, his guilt turns into sudden indignation that leads 
him into killing this "enemy" of the North. It is possible that Druse is already 
brainwashed in his military training. As soldiers are physically detached from their 
family and civilians in the training camp, they are trained to shoot at people 
unsparingly in the battlefield. 
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Both Druse and the child are pathetic because they were once uncorrupted, 
despite that their uncorrupted side is revealed only through a dream. By showing their 
innocence through their dreams, Bierce may want the reader to understand his 
characters as antiheroes rather than villains. Putting this under the context of modem 
war literature, these characters resemble the "modernist anti-hero, the man things are 
done to or the person whose power of action is severely restricted" (Fussell 23). They 
are people "restricted," or victimized，by the homicidal war. 
Given the symbolic and psychological flavour of the four stories, it may not be 
the most appropriate question to ask if the stories are fictionalized. Instead of picking 
the unreal elements in these fantastic stories, it would be more useful to consider in 
what aspects these stories are realistic. These stories tackle issues usually restricted in 
war stories. Seldom do writers of literature and history talk about a soldier's 
childhood and his relationship with his father as extensively as Bierce, since these 
topics demand an attention to what lie beyond the battlefield. Writers have to twist 
their "realistic" writing techniques if they really have to write on those issues. 
Therefore, Bierce has made a successful attempt to discuss other human concerns. His 
discussion of a soldier's childhood and family relationship can be matters even closer 
to the reader's daily experience. Thus Bierce's representation is also meaningful in 
another sense. 
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Apart from that, Bierce also tries to make his works more real by crafting some 
passages in topographical details. For example，when he points out that the muzzle of 
Searing's rifle "[aims] at the exact centre of his forehead," he does not simply state it 
in one line. Instead, this point is elaborated in a long paragraph. The "exactness" is 
measured by having Searing close his right eye, and then his left eye: "By closing 
either eye he could look a little way along the barrel... Looking with the right eye, the 
weapon seemed to be directed at a point to the left of his head, and vice versa" (9). 
Quirk also notices this amazing technique in Bierce's works: 
Part of the author's special competence in creating the seemingly true probably 
derives from his training in topological engineering, in map making, for he was 
capable of the dramatic rendering of spatial relations in ways that few writers of 
much greater talent would even attempt. The suspense and terror of "One of the 
Missing". . . [is] built up out of analogous situations. In [the instance], the setting 
is soon organized around the fearful consciousness of a single (and supposedly 
fatal) focal point—the barrel of a rifle.. . [The] relation of hands, feet, furniture, 
and the like are depicted with the sort of minute precision that have led some 
critics, quite mistakenly, to label Bierce a realist" (127). 
Although Quirk's comment explains how Bierce renders spatial relations in a 
remarkable way, it hints that the description is hardly realistic. It is true that the 
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incidents narrated by Bierce are usually not plausible in real life; yet, the plausibility 
of literature may not be the most foremost concern of some readers and writers. At the 
very least Bierce himself does not care if his stories are "probable," as he once states 
that "life itself is improbable - motives are impenetrable, occurrences unpredictable 
and strange, moral imperatives perversely insufficient to human emergencies" (Quirk 
127). He is a lot more interested in turning the apparently impossible to something 
possible. It is his expertise to "synthesize these two worlds — the precisely measurable 
and the uncertain and unnamable — with stylistic grace" (Quirk 129). By "[making] 
record of things never before perceived," Bierce often succeeds in "[establishing] an 
atmospheric apprehension" (Quirk 129). One may take a look at "One of the Missing" 
again to understand this point. Because of the minute details that Bierce has employed 
to describe the rifle, depicting Searing's fear becomes an easy task. Bierce does so 
with lines by highlighting other senses that Searing has at that time: 
Gradually he became sensible of a pain in his forehead — a dull ache, hardly 
perceptible at first, but growing more and more uncomfortable. He opened his 
eyes and it was gone-closed them and it returned. "The devil!" he said, 
irrelevantly, and stared again at the sky. He heard the singing of birds, the strange 
metallic note of the meadow lark, suggesting the clash of vibrant blades (10). 
The pain of the character suddenly becomes so vivid to the reader that he/ she may 
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feel the pain in his/ her head. Even the high notes of singing birds is assaulting to 
one's senses at this point. Examples like this one are not difficult to find in Bierce's 
stories. Not only do they appear in fantastic stories like "An Occurrence at Owl Creek 
Bridge" and "Chickamauga," they are also available in other tales as well. The 
examples help to show how Bierce's stories are also powerful in arousing the feelings 
of the reader，even though they may not be plausible in real life. 
Apart from demonstrating the importance of Bierce's topographical description, 
it is important to analyze why he creates stories of the "dead." The point here, 
however，is not to argue whether or not his characters are really dead in the middle of 
stories like "An Occurrence of Owl Creek Bridge" and "One of the Missing." Rather, 
it is about why their death is always hinted at way before the stories' end. Again, in 
such stories Bierce does not aim at presenting "realistic" accounts of war by following 
some literary traditions. Precisely, it is the seemingly "historical" accounts of war that 
he detests most. According to Schaefer, Bierce believes that "those men who do have 
successful military careers are the ones who ordinarily get to write the official 
histories (83). No matter if his comment reflects the truth, Bierce is very skeptical of 
historical accounts of war because they are told by soldiers who at least survive in the 
war. He is thus determined to create tales of the dead, those who actually understand 
the meaning of survival better than the survivors themselves. Moreover, in this way 
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Bierce offers a new interpretation to the difference between "insider's" and 
"spectator 's" perspective in war representations. To Whitman, the "insider's" 
perspective presents the physical reality that he can detect by being a nurse in the 
Civil War. To Crane, the perspective also involves some level of psychological reality 
that he imagines the young soldiers would face during the war. For Bierce, these 
representations are not appealing to him, as he is himself a soldier in the Civil War 
and learns the lesson of survival well enough. He is certain that the truth of the war, 
from the real soldiers' perspective, should be about "survival." And he believes that 
tales of survival are best told by posthumous, or deceptively posthumous, narratives 
of war. It does not bother much to this misanthropic soldier whether his stories appeal 
to the majority of readership. Although his tales may not strike a chord to people 
unfamiliar with the brutality of war, Bierce is still proud to express his "informed" 
view of war with a personal style. 
2. "Survival of the Fittest" Stories 
If the previous group of fantastic stories are about loners fighting for survival, 
this group of stories, comprising of "The Affair of Coulter's Notch," "One Kind of 
Officer" and "The Coup de Grace," concentrate on how soldiers fight against one 
another and against the war environment in order to survive. The lower ranks of 
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soldiers can survive only if they defeat their superiors by making the "best" use of the 
war environment; at the same time, they face the risk of being transformed by the 
atrocious fighting conditions. Some more humane characters, like Downing Madwell 
and Caffal Halcrow in "The Coup de Grace," resort to suicide when they face 
humiliation from their superior, Creede Halcrow. Creede orders them to carry out 
duties even when he knows that they will certainly die in their mission. Madwell and 
Caffal Halcrow are two characters defeated by their superiors. Ransome of "One Kind 
of Officer" shoots at everyone in his army to show resentment towards his 
unreasonable superiors. He is ordered by the general, who is his personal enemy, to 
open fire on the notch where he lives. Coulter actually uses the opportunity to fire at 
his own house, so that his unfaithful wife, who has an affair with the general, will die 
in the battle. Captain Ransome of "One Kind of Officer" is an opportunist of another 
sort. After he receives an unreasonable command from his superiors, General 
Cameron and Lieutenant Price, he decides to fire at anyone within his sight, including 
soldiers of his army and General Cameron. These "survival of the fittest" tales are 
dark portrayals of human nature, in which the characters manipulate different 
circumstances of war to murder their enemies. Brosman suggests that such a 
characteristic of Bierce can also be found in many World War I novels. She observes, 
"the opponent (in modern war) can also include officers, ... whose decisions are 
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perceived by the soldiers as hostile" ("Reading behind the Lines" 7). Even so, Bierce 
and World War I writers all agree on one point - that the war itself is the ultimate 
devil that sanctifies such villainy of soldiers. War is not only a "power game" that 
does favour to certain powerful people; it also empowers all militants to kill 
whomever they desire. 
When Bierce writes about a company of soldiers, he does in a way make it 
literally a "company" with the office setting. Despite the unusual fighting 
environment, Bierce's soldiers have a striking resemblance with office workers - they 
are exceptionally efficient in working (they are automatic shooters), reticent (they do 
not chat during office hours) and they never have romantic ideas about warfare. In 
other words, "they are professional soldiers - that is，men who retain their composure 
under fire through a concentration on the immediate practical demands they face in 
that situation" (Schaefer 132). Since "depersonalization [is] the stigma of modern 
war" (Fussell 18)，these soldiers are also depersonalized by the modem military 
technology. In his involvement as a combatant in the Civil War, Bierce learns that real 
soldiers do not have time to talk, or meditate sophisticatedly (as Henry does in The 
Red Badge), in the battlefield. In mechanical warfare, they must reload their rifles and 
cannons and fire them incessantly. 
Besides his focus on the mechanical nature of modern war, Bierce's 
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representation is different from others also because his soldiers are not tied by a 
common bond, that is, the great cause of fighting for one's country or one's side. The 
separation of the two camps, i.e. the Union and the Confederate, does not necessarily 
make people of the same or different camps hang together. On the contrary there are 
often confrontations, for instance, in a family due to different political stances. This is 
exactly one of the reasons why Captain Coulter kills his wife, who is a Secessionist. 
Apart from victimization of a soldier's family，the war setting creates tension between 
characters in other ways. The rigid ranking system in an army makes it possible for 
the superiors to bully their subordinates, such as Creede Halcrow killing his own 
brother in "The Coup de Grace." Moreover, in the same story，Madwell and Caffal are 
sadly separated by their ranks despite being the closest friends. Although the two 
friends join the army together, so that they can hopefully lead the same life, their final 
endings are drastically different. 
This particular characteristic of Bierce’s stories, i.e. arranging his characters to 
kill people they know, may bear a special purpose. To many readers, they probably 
discern the moral dilemmas displayed in the story. They are appalled to see Coulter 
murder his wife simply because she is adulterous, or Druse shooting his father just 
because of their conflicting political stance. Nonetheless, the crux of these 
confrontations is even more complicated. On the one hand，the abhorrent behaviour of 
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Coulter and Druse may be completely selfish. In the four years of endless combats, 
the fighting spirits of these characters gradually languish. The situation is worsened if 
the modern soldiers do not identify with a religious or national cause as they enter into 
the war 一 if they lack a common goal, they may turn to kill their personal enemies 
instead. Brosman suggests that in "a system of forces that instrumentalizes the 
soldiers for ends they cannot identify," the "moral confusion" easily arises and causes 
the soldiers to kill their own people�Visions of War in France 152). 
On the other hand, the action of Druse and Coulter can also be interpreted as a 
result of their observance of military duty. After all it is their commanders who order 
them to guard at their posts and shoot down the rivals in the first place. Thus Bierce 
wants to make a point similar to that of some World War I poems 一 that "the 
observance of duty has its destructive consequences" (Quirk 131). Quirk explains, 
For Bierce, the world of war is a disturbing mix of the chaotic, random, and 
destructive events confronted by the ordered arrangements of military rank, 
decorum, and protocol. The combination provides ample opportunity for irony. 
In many of his short stories, for example, there is the drama of a conflict of duty, 
and in every instance the observance of duty has its destructive consequences 
( 1 3 0 - 1 3 1 ) . 
In fact, Bierce is the only writer, when compared with Whitman and Crane, who 
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pinpoints the risk of observing duty in the army. This point is absent in the war 
representations of Crane and Whitman because usually their soldiers kill people 
whom they do not know. Yet, this does not make the "conflict of duty" disappear in 
their cases - why is it less ridiculous to kill someone you do not know than someone 
adulterous? By making his cases controversial, Bierce helps to expose the absurdity of 
modem war again. 
Since life is too nasty to some poor soldiers like Madwell and Caffal, Bierce 
explores different possibilities of death in this group of "survival of the fittest" stories. 
Generally speaking, Bierce's characters seldom resort to death to solve their problems. 
They see death as the unconscious ending of life, so they try not to impose it 
whenever life is still bearable. Yet, as Bierce seems not to be overly enthusiastic about 
life, he likes to have his characters experiment with different kinds of death. For 
example, Madwell exercises "coup de grace," euthanasia, for Caffal when his friend is 
too severely injured. There are a few other occasions in which Bierce's characters 
commit suicide, most likely out of internal fear and cowardice. Bierce also lets the 
fiendish soldier of "One Kind of Officer," the one who shoots at his regiment, die in 
an execution. Only by bringing Ransome to a court-martial and letting him die, can 
justice be done to the army. Therefore, it is possible to say that Bierce treats death as 
an effective means to end life in a corrupted world. Nonetheless, these examples of 
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death have nothing to do with romantic ideas like Crane's notion of courage and 
Whitman's style of great sacrifice. 
In order to match the dark atmosphere of these survival stories, Bierce's language 
is nothing beautiful or sympathetic. Instead, he focuses on describing the complicated 
human relationships in each story. Bierce's tone is most cynical and ironic in these 
stories. "One Kind of Officer" is probably one of the most ironic stories in the 
collection. The story is even divided into sections with sarcastic subtitles like "On the 
Uses of Civility" and "Under What Circumstances Men Do not Wish to be Shot." The 
subtitles are ironic because they just mean the opposite. In the section "On the Use of 
Civility," Captain Ransome is ordered to open fire at the enemies and holds his 
position as long as he can. Although this command by his superiors is uncivil, since 
he is ordered to risk his life for no reason, Captain Ransome is "not permitted to know 
anything" (29). So, expectedly, in the next section, "Under What Circumstances Men 
Do not Wish to be Shot," he is shot at rigorously by the opponents. Bierce's sarcastic 
description of soldiers is not only present in "One Kind of Officer"; many other 
stories are sardonic in tone as well. 
Bierce's soldiers are, on the one hand, corrupted by politics in the army; on the 
other hand, they are transformed by the power of nature. Bierce, therefore, also makes 
use of his experience as an infantryman to illustrate the effects of the surrounding 
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environment, especially in the forest. Instead of making the forest a silent place, he 
infuses the effects of gunfire and smoke in this group of stories. Both Coulter and 
Ransome are transformed into ruthless shooters after fighting intensively against a 
huge company of enemies. Bierce depicts vividly how desperately soldiers fight in the 
midst of gunfire: " . . . when Captain Coulter's gun [blows] its challenging cloud 
twelve answering clouds rolled upward from among the trees about the plantation 
house, and thenceforth to the end the Federal cannoneers [fight] their hopeless 
battle in an atmosphere of living iron whose thoughts [are] lightnings and whose 
deeds [are] death" (18). As the infantrymen always enter into combat in the woods, 
the depersonalization effects of modern war are intensified - the soldiers not only stay 
in the claustrophobic environment for a long time, but are also forced to fight in "an 
atmosphere of living iron," which is one surrounded by cannons, firearms and the 
intoxicating smell of gunpowder. 
This group of stories diverges from others by demonstrating that human beings 
are not attached to a common cause of war. Thus soldiers do not become heroes 
simply by enlisting in the war. Rather, they are more likely to be corrupted by other 
temptations, such as power and the right of using violence. 
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Conclusion 
Bierce, a writer perceived by some critics simply as a cynic，is in fact also a 
disillusioned soldier in the Civil War. If the reader does not know about Bierce's 
experience in the war, he/ she will find his grim portrayals of war and human nature 
beyond comprehension indeed. Although some critics appreciate Bierce's witticisms, 
a characteristic displayed also in his fantastical stories and his most notable work, The 
Devil 's Dictionary, they are seldom studied as serious art. So, far from being a 
national "representative" like Whitman, Bierce is more often labelled a 
"misanthrope," a person who only enjoys talking to himself and living in a world of 
his own. 
However, in this chapter, we might see the life and reflections of a soldier not 
uncommon to the modem reader. As most readers nowadays are familiar with literary 
responses of the two world wars, as well as hearing enough about the recent war on 
Iraq, they can easily empathize with the feelings of an unfortunate soldier. This 
explains why studying Bierce's short stories from the angle of war is important - by 
reviewing the life of this disillusioned soldier, together with an analysis of his theme 
of survival, Bierce's stories seem meaningful to the reader again. 
As in the chapters on Whitman and Crane, the case of Bierce proves again that a 
writer's personal engagement does have a great impact on his war representations. 
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Bierce's war vision is modern not because the cultural movement of "modernism" 
already exists during the Civil War era. It is simply because a soldier accustomed to 
the modern warfare, which is characterized by the intensive use of machinery and the 
detachment of human beings, can account for its evils readily. So writers of World 
War I do not need to read Bierce to obtain a modem war vision. When they engage in 
the war as soldiers, they will get the first bitter taste of survival. 
Notes 
1 Although other terms are used sometimes, such as "Transcendentalism" for 
Whitman and "Naturalism" for Crane, "Modernism" and "Modern" are never applied 
to describe the works of the three writers. 
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Conclusion 
This thesis examines representations of the Civil War in the works of Whitman, 
Crane and Bierce and argues that those representations are shaped by their 
involvement in the war. Whitman perceives himself the prophetic poet who can see 
through the calamities of war and predict the successive prosperity of America; Crane 
parodies romantic war fiction from a distant, postwar perspective; Bierce, who was 
severely wounded in the war, recounts the horrors in the daily lives of soldiers. 
Owing to their different understanding of the Civil War, the three writers tackle 
some common themes in contrastive ways. The cause of war is an issue that many of 
them address at the beginning of their work, so as to provide the social background 
for the reader, as well as lay out the writer's stance. If the writer is a bit anti-war, he 
(or she) may not talk about its cause but some personal concerns of war instead. 
Although Whitman displays his enthusiasm in poems like "First O Song for a 
Prelude," he seldom brings up the cause of slavery in Drum-Taps and Memories of 
President Lincoln. He does not wish to irritate the Southerners, as it may lead to 
further tensions between the North and South. Crane does not care about the unity of 
the states as much as Whitman. In The Red Badge, the meaning of war to Henry is 
largely personal. Henry is more concerned about how he can revive the "Greeklike 
struggle" of past heroes than the current crisis in country. In the opening of The Red 
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Badge, Henry sits alone in camp and contemplates how he will react when the war 
starts. The opening is thus in several ways different from that of some Whitman's 
early poems, such as "First O Song for a Prelude" and "Beat! Beat! Drums!" In the 
two poems, soldiers are congregated to announce the beginning of the Civil War. 
Their excitement is reflected by their physical movements and the noise they create. 
In contrast, Henry only meditates on the personal meaning of war in solitude. In this 
aspect Crane's style is a bit similar to Bierce's, although Bierce goes as far as 
describing war as entirely meaningless. Bierce's characters are loners pushed to the 
verge of death at the stories' beginning, as shown most typically in "An Occurrence at 
Owl Creek Bridge." Characters in the group of "Fantastic Stories" would then 
endeavour to escape in their dreams; protagonists in "Survival of the Fittest Tales" 
would kill their personal enemies when their life is at stake. In either group the 
decision is always one directional — Bierce's characters are unlike Henry in the sense 
that they certainly cannot choose "to run or not to run." By refusing to justify war in 
any sense，Bierce's war vision is rendered most cynical and modem in the three 
writers. 
Comradeship is also discussed regularly in war literature, as it often provides 
additional meaning to the soldier's experience even if one is against war. Whitman, 
surprisingly, has more reservations than Crane in this aspect. Whitman only expresses 
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his dream of a united nation by overlooking some American states through a 
panoramic view. He does not demonstrate how the Northern and Southern soldiers 
can establish mutual friendship. He even hints in "Reconciliation" that the two camps 
can only be reconciled after their soldiers die in the battle. Crane treats the issue of 
fellowship in a more positive light. Upon meeting the veteran, Coiiklin, and the 
matured youngster, Wilson, Henry learns how to be a manly fighter. Brotherhood in 
The Red Badge is essential for the youth to mould his fighting spirits and selflessness， 
and is hence somewhat simplified as a means for obtaining real courage. Bierce 
observes the difficulty of building up fraternity in an army, as he believes that the 
hierarchical order would hinder the development of friendship. In "The Coup de 
Grace" Captain Madwell is forced to exercise euthanasia to his best friend, Caffal 
Halcrow, since Caffal is tortured by his superior severely. Crane also realizes the 
existence of military hierarchy; nonetheless, his soldiers of lower ranks still stick 
together all the same. 
Death is a subject that most writers need to handle in their war writings. No 
matter how one justifies a war, it is still difficult for the writer to convince his readers 
why some soldiers must sacrifice. Despite the fact that death is a major component of 
Bierce，s stories, as his characters always die in the end, his analysis is rather simple. 
As brought forward in Chapter 3，to Bierce, death is just the point that a person turns 
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from conscious to unconscious. Crane does not question if it is fair for soldiers to die 
in his naturalistic portrayal of the veterans' death. Death is just a part of the maturing 
process that Henry must go through - he needs to overcome the obstacle by learning 
how his personal death is less significant when compared with the Union's interest as 
a whole. Among the three writers，death bothers Whitman the most. While Crane and 
Bierce give comparatively simple and consistent thoughts on death, Whitman seems 
to face more contradictions in his course of thinking. In fact, Whitman's fluctuating 
conceptions of death contributes partly to his roving war vision. His views of death 
truly evolve with his different participations in the Civil War. There was a time when 
Whitman spoke proudly of death - in "Not the Pilot," he declares that his sacrifice to 
the Civil War is even greater than that of the pilot and pathfinder. However, he is 
humbled when he encounters some injured or dead soldiers, as he suggests in "The 
Wound Dresser." He later tries to seek for a resolution and perceives death as the path 
for deliverance in "When the Lilacs Last in the Dooryard Bloom'd." Although 
Whitman drops the discussion of death in "By Blue Ontario's Shore," it is likely that 
he does so to concentrate the reader's attention on the importance of Democracy and 
Liberty to America, rather than really having his perplexities completely resolved. As 
Whitman is the oldest writer among the three when he composes the Civil War poems, 
it is expectable that he would like to examine death in greater depth and continue his 
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search in later collections. 
By taking a brief look at the comparison of three issues, which are the cause (or 
meaning) of war, comradeship and death, one might notice that a literary war 
representation is not solely governed by the writer's direct involvement with the war. 
It is also influenced by other matters that the writer wants to investigate or convey. 
For example, Whitman delves into death while promoting his romantic convictions to 
the reader; Crane spreads his perception on manhood from the point of a youth; all 
Bierce's stories centre on survival. It can be argued that these topics are broader than 
the Civil War itself. Therefore, if Whitman thinks that "the real war will never get in 
the books," it is partly because literary writers always transcend their cultural limits to 
explore the universal themes of humankind. 
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